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ABSTRACT 
According to the 2011 College Music Society directory, 9% of university 
band directors in the United States are women. Band directing in higher music 
education remains dominated by men. In a career field traditionally occupied by 
men, women have anecdotally reported a variety of experiences with gender as 
they sought to be considered competent or worthy enough to fulfill what is 
sometimes presumed to be a male role. 
The purpose of this study was to understand the ways three women have 
experienced gender within the culture of band directing while identifying as 
women, university-level band directors. Of prime interest was the process of 
how (and if) verifications and agreements were (or were not) made between 
these women, their students, and colleagues. 
This study was based on the theoretical platforms of gender theory, role 
theory, and identity theory, which, when combined, provided the foundation 
from which I was able to view, understand, and interpret the ways three women 
university band directors felt pressure to exist within a culture that demanded 
they “do” and “undo” gender within the role of band director. Via interview and 
  viii 
observation within a qualitative, multiple case study format, it became clear that 
women who wish to become university band directors face a variety of obstacles, 
most having to do with gendered expectations of the role of band director.  
Findings indicate that the participants’ experiences of gender were more 
complex than initially expected. The participants’ understanding of the 
expectations related to the role of band director were easier to negotiate than the 
identities they sometimes struggled to name. Participants engaged in a variety of 
types of negotiation, including the use of gendered attributes, humor, and 
confidence, which when viewed as a whole, suggest that these women engaged 
in behaviors that represent what Ahmed (2014) terms as willfulness, a component 
necessary for each to attain their positions as university band directors. Although 
participants engaged in such willfulness, each was compelled to acquiesce to the 
patriarchal rules that continue to govern the role of band director and conductor.  
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CHAPTER ONE: WOMEN AND THE CONDUCTING PROFESSION 
A woman can be elected prime minister. 
She may administer justice and the sacraments in church, but she cannot be 
trusted with a symphony orchestra for a couple of hours. 
 
(Norman Lebrecht, The Maestro Myth, 2001) 
 
Background 
My awareness of gendered musical roles began in third grade band. I 
loved music, but my lessons and the band rehearsals were drudgery. I played the 
flute, largely because my father owned one. After the initial excitement of having 
an instrument in my hands wore off, I slowly lost interest. I just could not (or 
rather would not) remember my fingerings. My attention was usually drawn to 
the drummers in the back of the room. They always seemed to have much more 
fun than I did. I longed to be back there, among that group of boys and all those 
noisemakers. After months of tedious flute lessons, I announced to my 
elementary school music teacher that I wanted to play the drums. She raised an 
eyebrow. “What about the clarinet?” she asked. Somehow, I convinced both her 
and my mother that the drums would suit me much better than the flute. Against 
her better judgment, Mom agreed to arm me with a pair of drumsticks, and back 
to band I went. I had joined my first percussion section, and I was the only girl. 
Looking at the band from my viewpoint in the back, I remember seeing mostly 
girls in certain sections of the band and boys in others.  
That consciousness heightened as I entered high school. The distribution 
of instruments in my high school band reflected mostly girls in the upper 
woodwinds and mostly boys in the brass and percussion sections. Years later, as 
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a professional, I toured Europe and Japan and played for crowds who came to 
see an all-girl jazz band. I distinctly remember one performance, representing 
perhaps the epitome of a gendered expectation: I watched as a man spent the 
entire set wandering from the side of the stage to the back, scrutinizing me rather 
intently. After we finished the last tune, he spoke briefly with our bassist. I asked 
her, “What was he doing?” She told me he was looking for a compact disc player, 
sure the music he was hearing had to be coming from a recording, because, he 
told her, “women do not play drums that well!”  
I have been a member of two distinct groups: women drummers and, 
more recently, women band directors. When I came to my present job as director 
of bands at a secondary school, I joined the Southern California School Band and 
Orchestra Association (SCSBOA). Membership included receiving a listing of all 
members. I scoured the high school membership list and found that, of the 682 
high schools with music programs, only 50 (7%) listed a woman as the band 
director (SCSBOA 2010-2011 directory).  
I have spent my life doing things most young girls and women do not: 
riding a motorcycle, cutting wood with a chainsaw, avoiding shoes with a heel 
larger than an inch, being blissfully ignorant of makeup, boarding Buddy Rich’s 
tour bus and asking the notoriously cranky drummer for an autograph. Many 
have reminded me that these behaviors were the mark of an unusual girl. With 
parents who barely blinked or discouraged me from such behavior, I never truly 
understood until high school—when reminded all too often by my peers—that I 
did not adhere to “normal” gendered roles. As section leader of my high school 
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percussion section, I felt the discomfort of leading a group of boys. Music was 
not the problem; I had strong technique and a good musical ear. The social 
expectations of leading presented the challenge. I could feel that I was in an 
unusual position. Even as a young lesbian who was (mostly) comfortable with 
her physical presentation to others, I was never completely comfortable with the 
masculine attributes of leadership, such as ambition, agency, authoritarianism 
(Bartleet, 2003; Koenig, Eagly, Mitchell & Ristikari, 2011); playing the drums was 
more important than being the leader. I understood the concept of playing a role, 
that is, an expected function that someone provides within a societal context 
(Biddle, 1986; Burke & Stets, 2009; Turner, 2002), but fulfilling the expectations of 
that role was a challenge.  
Roles come with expectations. In music, for example, teachers often expect 
boys to play drums, girls to play the flute (see Abeles & Porter, 1978, 2009; 
Conway, 2000; Cramer, Million & Perrault, 2002; Zervoudkes & Tanur, 1994); 
when attending a wind ensemble or orchestra performance, there often exists the 
expectation that a man will step to the podium and conduct (Cheng, 1998; 
Hodgson, 1999; Sears, 2014). When such expectations are flummoxed—when we 
see a woman at the podium, for example—responses have varied from musicians 
leaving a rehearsal in protest, to simple surprise, or to admiration (Bartleet, 
2008a). Thus, for women, taking on the post of university conductor presents a 
daunting task (Bartleet, 2008a; Gould, 2003, 2005; Jackson, 1998; Sheldon & 
Hartley, 2012). In order to be successful in that role, she may encounter instances 
where she has to meet (or counter) expectations that may be different for male 
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band directors. 
Whenever asked what I “do,” I reply, “I am a musician and a band 
director.” Professionally, my roles encompass those of a performer and director 
of various ensembles at the secondary school level. Each of these roles also 
informs my identity because each is a descriptor of who I am in a social context. 
Personally, I embrace other identities: I am a parent, a New York Yankees fan, a 
Democrat, a homeowner, and a lesbian. My multiple identities allow me to 
negotiate the various worlds that I inhabit. In this way, I am able to represent 
myself differently depending on the social and/or professional setting in which I 
find myself. For example, when with a group of people who identify as parents, 
presenting myself as a parent allows me to participate in that particular arena. As 
a group, we recognize each other as parents, often sharing stories or information 
that apply to the role of parent. At school, I play the role of band director. 
Students recognize me as band director, and we engage in a manner that allows 
for communication between teacher and student with music as the central focus.  
When one is a member of a particular group and maintains an identity 
that shows membership in that group, this is called a social identity (Burke & 
Stets, 2009, p. 118). When I attend the Mid-West Clinic, an annual convention for 
music educators from around the United States, I take part in seminars designed 
for band directors. In these settings, I may not know anyone in the group, so my 
convention badge serves to identify me as a band director. Some of us are seen 
with a baton case sticking out of our shoulder bag, another visual cue that may 
confirm our roles as conductor or band director. The display of such cues serves 
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to reinforce my identity as a band director. The ultimate reinforcement, however, 
comes from the other band directors in the seminar who judge my behavior as 
appropriate for that role (Burke, 1996; Burke & Reitzes, 1981; Stets & Harrod, 
2004).  
When people seek verification of their identities by others, they engage in 
identity negotiation, “the process of reconciling two competing forces in social 
interaction” (Swann & Bosson, 2008, p. 449). In other words, when a person 
presents herself as, for example, a teacher, another person (or persons) must 
verify that identity by being able to balance the role expectations with those of 
the presenter. Verification occurs when “mutual expectations” of each other are 
met (Swann, Johnson & Bosson, 2009, p. 1). Such expectations are the shared 
assumptions that people hold when it comes to understanding what roles people 
will play in a particular social or professional context.  
The identity of “girl” was one I constantly negotiated, well into 
adulthood. I remember gauging reactions and commentary from peers, overtly 
or covertly seeking approval. In essence, I asked for permission to be who I was, 
as I showed interest in or acumen for things most girls did not, and, at the top of 
that list was being a drummer who happened to be female. I remember 
struggling to understand why I had to prove myself. I was negotiating my gender 
identity: 
a multidimensional construct encompassing an individual’s a) 
knowledge of membership in a gender category, b) felt 
compatibility with his or her gender group, c) felt pressure for 
gender conformity, and d) attitudes toward gender groups (Egan & 
Perry, 2001, p. 451).  
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Based on this definition, I had felt a lack of compatibility with the gender group 
women, because I didn’t meet all the gendered expectations of what it meant to be 
female, and I played an instrument that was not common for women to play. In 
high school, what I came to understand was that if I wanted to be recognized and 
accepted as a percussionist among my peers in band, if I wanted that identity to 
be confirmed, first, I had to meet the expectations of the group. After it became 
clear I was not going to meet such expectations, I endeavored to create ways to 
come to an “agreement,” so I could remain in that arena. For me, the two 
competing social forces I encountered were my physical presence (dresses, 
makeup, and jewelry were not part of how I presented myself) and the 
traditional gendered expectations of my peers; however, I offered the one 
gendered expectation I could––collaboration. My abilities as a collaborative 
musician provided acceptance and verification from my peers in band. We were 
all united in an effort to make music, and the negotiation revolved around my 
ability to communicate musically. Outside of the band room, however, 
acceptance and verification were much more difficult to acquire without a 
musical instrument in my hands. My efforts at collaboration outside the band 
room were often met with awkward silence as my appearance apparently kept 
my non-musical peers at a distance. I faced constant roadblocks whenever I 
exhibited non-conformist behavior as I developed my own gender identity. Add 
to that my reputation as a band nerd, and a recipe for social disaster emerged.  
I was in the midst of learning who and what I was going to be. Mead 
(1934) maintained that self-concept is determined in direct relationship to how 
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others see themselves. This outside group, which Mead refers to as the generalized 
other, sets the standard for attitudes, to which a person looks for regulation of 
behavior: 
The individual possesses a self only in relation to the selves of the 
other members of his [sic] social group; and the structure of this 
self- expresses or reflects the general behavior pattern of this social 
group to which he belongs, just as does the structure of the self of 
every other individual belonging to this social group. (p. 588) 
 
Given this, Mead cautions, “we are not only what is common to all; each one of 
the selves is different from everyone else, but there has to be such a common 
structure” (p. 588) from which we can develop our own true self. In this way, 
band was, for me, the primary generalized other where I found acceptance and 
was able to develop my true self. I took my social cues from the behaviors and 
attitudes displayed by others in band. Socialization is the process where 
individuals learn about “behavior, skills, values and motivations needed for 
competent functioning in the culture in which the child is growing up” 
(Maccoby, 2015, p. 3). Within this study, significant consideration is given to the 
idea that socialization continues to occur well into adulthood as one learns to 
navigate a variety of cultures such as workplaces—a prime example is the 
culture of band directing.  
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Conducting as a Masculine Endeavor 
If you move, you disturb their order. 
 
(Luce Irigaray, When Our Lips Speak Together, 1980) 
 
While women have performed as conductors since the Renaissance, the 
position of conductor remains deeply rooted in masculinity (Bartleet, 2003, 2006, 
2008a, 2008b; Brooks, 1996; Feather, 1980; Gould, 1996, 2005; Jagow, 1998; 
McElroy, 1996; Pendle, 2001; Redpath, 1993), in that the role of conductor 
“connotes [the] ultimate in forcefulness, leadership and control” (Macleod, 2001, 
p. 18). Indeed, this connotation carried through to the 19th century: “his 
appearance, dress and bearing could be a crowd-pleasing factor” (p. 551). 
Particularly for conductors in America, it was important to be “flamboyant . . . 
extravagant in one way or another . . . [the conductor] had to dominate, not only 
an orchestra but also [the] audience” (p. 558). Lebrecht (2001) described the 
conductor as the benefactor of “a highly refined form of worship. The conductor 
has never been a mass hero, but the idol of the elite . . . he signifies, if anything, 
an unattainable aura of privilege and fastidiousness” (p. 3).  
Though the image of the conductor conveys much to the audience in 
terms of authority, a successful conductor also imparts authority by knowing the 
repertoire, being a skilled musician, and having “personal magnetism” similar to 
that of a “virtuoso soloist;” a conductor treats the ensemble as “an instrument on 
which he plays” (Hallmark, 1986, p. 551-552). Schuller (1997) wrote about the 
need for a conductor to have a healthy ego to “develop the courage to stand 
before an orchestra of 75 to 80 musicians to impose his/her musical/interpretive 
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will, in a sense to dominate those musicians, and to dare to ‘interpret’ the great 
masterpieces of the western tradition” (p. 6). These attributes may be seen as 
masculine in nature and called into question by those who observe a woman 
conduct. Bartleet (2003) likewise wrote about the “perception that leadership 
requires ambition, single-mindedness and ruthlessness” (p. 229). Some 
professional women conductors who initially tried to match such masculine 
attributes (in some cases after being told they should) found little success when 
they abandoned their own style that included, for example, collaboration, in 
favor of an authoritarian approach (Bartleet, 2003). “I firmly believe that, in the 
end, gathering—and stimulating—creative input benefits everyone” (Cheng, 
1998, p. 87). For these women, a return to the attributes of collaboration, mutual 
respect, and cooperation enabled them to create musical relationships with their 
ensembles that worked.  
Challenging the Norm 
Among traditional means of musical participation for women, singing is 
perhaps the most socially acceptable (Green, 1997; see also Koskoff, 1989). Green 
stated, “women have mainly participated in musical pursuits which in some way 
enable a symbolic expression of ‘feminine’ characteristics” (p. 15). When a 
woman performs as a singer, for example, she plays a role “already coded as 
‘feminine’” (p. 28), an affirmation of “patriarchal definitions of femininity” (p. 
50). Of patriarchy, Bishop (2016) offered this definition:  
Patriarchy, at its core, is any form of structural organization—be it 
social, tribal, familial, political, religious, or others—in which there 
is an unequal distribution of authority based on gender, with 
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favorability given to males. This, in turn, results in unequal 
treatment and gender discrimination (p. 1).  
Patriarchy can be either overt or systemic. Overt patriarchy manifests in the 
explicit control of women and their access to aspects of basic human activity, for 
example, education or health care or economic parity (p. 2). Systemic patriarchy is 
covert; “an attitude, that, in a way, has diffused under the surface of society as 
progress is made” (p. 2). In other words, while there may be support for women 
to become university band directors, in the United States, women make up fewer 
than 9% (College Music Society, 2010/2012). 
O’Connor (2014) speaks to the structural element of patriarchy, where 
“social arrangements and practices appear to be natural or inevitable but have 
been constructed to serve the interests of the dominant group” (p. 31). In the 
conducting world, such a structure is clear: leading an ensemble offers status (a 
characteristic of patriarchy), thus naturally suited for men and the attributes of 
agency and assertiveness they are expected to have; however, a woman’s 
participation in the non-traditional musical role of conducting presents itself as 
“assaulting” activities deemed to be masculine.  
When a woman performs with an instrument, this added piece of 
“technology” interrupts the aforementioned characteristic of femininity: the 
concentration on the body is challenged, requiring a reimagining of what is 
traditionally held as feminine and an understanding that “she is now no longer 
[just] an object of desire” (O’Connor, 2014, p. 55; see also Bartleet, 2003). If she 
performs with an instrument deemed “masculine,” such as a tuba, the disruption 
is heightened (Macleod, 2001). As Green (1997) noted, “within patriarchy, man is 
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constructed as being in control of nature through the harnessing of technology, 
woman as part of nature that man controls” (p. 28). What of the woman who 
plays up her femininity while she plays the tuba? Do we fault her for playing a 
presumably masculine musical instrument while she is––or is not ––dressed in a 
manner deemed provocative? Green (1997) offers two views of these displays: 1) 
these women create an “alternative” femininity, one that is based upon the 
strengths of their musical ability, or, 2) such manifestations confirm their 
femininity in a way that do not apologize for, but rather uphold, basic patriarchal 
emphasis on the body (p. 65). Thus, patriarchy can only exist (and continue to 
exist) if both parties have an agreement—tacitly formed or not—about how each 
will occupy their respective roles, even if that agreement is made and kept out of 
a sense of anxiety or a “willingness to conform” (p. 57).  
Regardless of how the system continues to exist, the ways an interruption 
of traditional feminine characteristics occurs may be significant to the woman 
conductor. The “tools of the trade”—the baton, score, and podium––create 
another area for consideration. While the female body is viewed as the main 
object of interruption (Bartleet, 2003, 2008a, 2008b; Gould, 2003, 2005), the 
“instruments” of conducting may also be viewed as distinct “instruments of 
assault” on the position as we know it. Each symbolizes power in a direct or 
indirect manner. The baton could be considered phallic at its most direct (Gould, 
2003). Although not the only conductor to eschew the use of a baton, Nadia 
Boulanger’s refusal was noted in reviews and “can be interpreted as a refusal to 
adopt the visual trappings both of male power and of the conductor’s role” 
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(Brooks, 1996, p. 98).  
 The podium elevates the conductor, literally and figuratively. For practical 
purposes, the conductor must be visible to and able to see all in the ensemble. 
When the conductor takes the podium, it is a cue to musicians and patrons alike; 
the music is about to begin. As the last person to arrive onstage, all view the “all-
powerful figure on the podium” (Lebrecht, 2001, p. 2). When a woman ascends 
the podium, this is, perhaps, the most obvious attack on the institution: a 
woman’s body assuming the mantle of power. As she accepts that elevated 
position, she does so with the score and baton in hand: two additional tools of 
power. Though musical knowledge and preparation represents a prime 
consideration for all conductors, for women conductors, their physical presence 
is often at the forefront for the audience and ensemble members (Bartleet, 2008a, 
2008b; Brooks, 1996; Cheng, 1998; Gould, 2005; Hodgson, 1999).  
 Women conductors have reported struggling with keeping the focus on 
the music and not on them (Bartleet, 2008a, 2008b; Brooks, 1996; Cheng, 1998). 
Some strive for keeping their femininity intact visually while feeling compelled 
to “adopt a surrogate masculinity” (Bartleet, 2008b, p. 40). Conductor Marietta 
Nien-hwa Cheng speaks to this issue, revealing making a conscious effort to 
always wear slacks in rehearsal, because “pants offer more authority and attract 
less attention to gender” (Cheng, p. 89). For performances, conductors who 
identify as male often don a traditional formal tuxedo. When a conductor whose 
gender identity is that of a woman decides to wear a tuxedo to conduct, her 
intent may be simply to emulate the visual standard of the position with the 
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hope that attention is paid to the music and not the outfit. Nan Washburn, 
conductor of the Michigan Philharmonic, wears a traditional tuxedo for the “big 
power concerts,” her strategy for keeping focus on the music (Bartleet, 2008b, pp. 
40-41). In a review of her performance conducting the Philadelphia orchestra, a 
critic made much of the “businesslike” appearance that Nadia Boulanger 
presented: “a replica of Mlle. Boulanger could probably be found . . . on the 
faculty of [a] girls’ college . . . most probably in the science department” (Brooks, 
1996, p. 95). Conversely, when a woman wears an outfit considered “overtly 
feminine,” she may be perceived as not serious (or manly) enough. Brooks 
wondered if all the attention to what women wear on the podium suggested “a 
confirmation of the rhetorical strategy whereby women can exercise power by 
becoming not-women” (p. 97), finding power in not pushing the envelope, 
remaining invisible while, perhaps, trying to keep the focus on the music. Even 
so, Boulanger was still found at fault for dressing like “a science teacher.” 
Northwestern University band director Mallory Thompson purposefully 
wears feminine outfits. “I have a beautiful dress that I wear when I conduct. If I 
wore a tux people would laugh . . . because it just wouldn't be consistent with 
who I am as a person” (Bartleet, 2008b, p. 41). Other women conductors 
complained that interviewers would invariably ask them first about their attire, 
followed by questions about their personal life; music was far down the list 
(Redpath, 1993, p. 60-61; see also Bartleet, 2008a; Brooks, 1996).  
Gender may also factor into how a conductor chooses to present herself. 
For Mallory Thompson, what she wears on the podium reflects her gender 
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identity. Based on Thompson’s comment, it may be important to her that she 
dresses in a manner that represents being a woman. If her attire garners more 
attention and commentary than the musical performance, perhaps she would be 
disappointed, but that would likely not change her choice of attire due to her 
commitment to dressing in a manner she deems feminine. For Nan Washburn, 
wearing a tuxedo may or may not represent her gender identity, but as Bartleet 
(2008b) asserts, it serves to “de-sexualize [her] female sexuality” (p. 41).  
Finally, there is the less concrete but vital aspect of gesture. A conductor 
must be comfortable with making specific musical requests with the body. The 
greatest role a conductor plays involves conveying musical ideas to musicians, 
largely by physical gesture (Gould, 2003); consequently, the body is the 
conductor’s “instrument” (Bartleet, 2008a). Musical performance always involves 
some sort of use of the body, and the audience must pay some attention to it. 
Green (1997) refers to this as institutionalized display, which involves an 
intentional use of the body in a specific musical context, in this case on a stage in 
front of an audience. For some women conductors, this has become a double-
edged sword: they have been criticized or told to avoid “womanly gestures,” 
(swaying of the hips, for example) on the podium (Bartleet, 2008a, p. 10), yet also 
condemned for using gestures too masculine, apparently removing too much 
femininity from the picture. Indeed, after her debut performance conducting the 
Los Angeles Philharmonic, a recent review of Mirga Gražinytė-Tyla read, in part,  
Her conducting style is striking. Standing erectly with her legs 
apart and stationary, she operates from her upper body, 
vivaciously waving her arms as though corralling the musicians. 
She is compelling on camera, but she would also have been 
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compelling had the Bowl turned off its video screens. (Swed, 2014, 
p. 3)  
While this review was generally favorable, the fact that the reviewer was taken 
with her forceful and commanding presence serves as a reminder that women 
are judged—positively or negatively and often first—on physical presence. 
Conducting requires physical movements that ought to be considered 
both masculine and feminine. Conducting requires women to demonstrate 
comfort with masculine attributes such as being direct or forceful. Some musical 
sections might call for a “delicate” gesture to convey, for example, that the music 
requires a lighter approach, while more physically forceful gestures may be 
needed to impart that a passage requires a louder volume or vigor. When 
working with conducting students, Mallory Thompson reminds them there are 
both masculine and feminine gestures required in order to impart musical ideas 
and that, “we both have to be everything. So, it’s not that anybody really has an 
advantage. Everybody has to embrace this whole spectrum of characteristics that 
are part of a human being” (Bartleet, 2008b, p. 45). 1 
Women as Band Directors  
As the image and persona of the conductor as disciplinarian and tyrant 
have relaxed in recent years, the position remains as the last musical “barrier” 
that women have to break within western art music (Pendle, 2001, p. 361). In the 
                                                
1 Although this research was about women who conducted bands at the university level, 
most of the conductors cited in this study were from the orchestral world. I included their 
comments because they lead professional ensembles and thus may be more visible and readily 
known by the public. Additionally, these orchestral conductors spoke of issues that I believed 
might be experienced by the participants in the study.  
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world of band directing, Gould’s (2005) view of that barrier is direct: women 
who seek entrance to this group “carry the mark of difference,” a distinction that 
significantly handicaps them in the profession (p. 155) and that the culture of 
band directing is, at its core, a “misogynist society” (Gould, 2003, p. 9). Similar to 
the student who anticipates a male science professor, music students often 
anticipate that the band director will be male (Lamb, 1996). If a woman chooses 
to be in a position of musical authority and creates further distraction by 
challenging preconceived notions of what it means to conduct, she can “leave 
herself vulnerable to judgments of incompetence as well as student resistance” 
(p. 128). Gould (2003) states simply, “as college band directors, women are 
clearly the ‘wrong gender’” (p. 7).  
To become a university band director, a woman must travel an uneven 
path within a culture that is largely represented by men. While in school, she 
may take conducting lessons and study with some of the finest teachers in the 
discipline, but when it comes time to apply for a position, the road becomes 
tougher. Zdzinski (2005) recounts advising women instrumental music majors 
who ask about pursuing band directing, endeavoring to embolden them, but also 
providing counsel about the realities of gaining such a position. Such realities 
include: 1) being invited to apply for a position only to be declined an interview 
because having a woman in the application pool meant the quota was then met 
by the university, 2) an awareness of the tacit understanding that women must 
be better than men in order to be taken seriously and considered competent 
(Bartleet, 2008a), and 3) that women comprise just 9% of university band director 
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positions in the United States (College Music Society, 2010/2012). 
 The responsibilities that women incur as band directors are an outgrowth 
of the musical responsibilities of conductor. A traditional orchestra conductor, 
for example, is accountable for the quality and interpretation of music that the 
orchestra presents during a performance. It also means that she is partly 
responsible for the musical programming and, if employed by a professional 
group, may spend considerable time in social situations that pertain to 
fundraising. She is the “face” of that orchestra.  
 A university band director’s job entails tasks different from the 
professional orchestra conductor: she is entrusted with choosing music 
appropriate to the level of students in the ensemble(s), teaching specific 
rhythmic, stylistic, and melodic components associated with various pieces and 
genres, and listening to one another effectively. At the university level, band 
directors often teach undergraduate and/or graduate conducting in addition to 
time spent teaching methods classes and private lessons. There is a plethora of 
conventional administrative responsibilities for her to handle, including ordering 
music, planning and programming concerts and field shows, ordering and/or 
approving design of uniforms, attending faculty meetings, advising, organizing 
performance trips with students, supporting school athletic contests and 
community events with student performances, and recruiting and auditioning 
new student musicians. How many of these for which she may be directly 
responsible depends on her rank and the size of the program she directs. Finally, 
as a professor, there may be committees on which to serve and research for 
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which to be accountable (Bellas, 1999). Women are obviously more than capable 
of excelling in this version of leadership, but they continue to be 
underrepresented. 
Why so Few? 
In 1992, the College Music Society (CMS) reported that 6% of college band 
directors were women (Delzell, 1993, p. 79). As of 2009, that percentage had risen 
to roughly 10% (Sheldon & Hartley, 2012, p. 3). The 2010-2011 CMS reports that 
figure as closer to 9%. Of the explanations offered to explain women as the 
minority of band directors, one was practical and the other sociological: 1) the 
pool of high school band directors is too small from which to draw (Sheldon & 
Hartley, 2012), and 2) band directing is too far outside the expectations of the 
norm to attract enough women, threatening an institution that is, at its core, 
misogynistic (Gould, 2003). In addition, Gould (2001) cited the lack of role 
models to provide young women with someone who looks like them in the role 
of band director; there are too few women smoothing the path for those who 
wish to follow. Gould (2003) also asserted that a reluctance exists on the part of 
some women to be role models for several reasons: 1) they do not wish to be 
singled out because they are women; 2) they want to be lauded on their own 
merits that have nothing to do with gender; 3) they do not wish to be placed in a 
position of power over female students; and 4) their mentees may develop the 
“unrealistic expectations” that, because they are following in the footsteps of a 
successful mentor who is a woman, they are guaranteed success (p. 49).  
When considering experiences of gender, it is helpful to understand that 
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gender has a structural identity within society (Risman, 2011). If we view gender 
as a social structure, we can then look at gender inequity on three levels: 1) how a 
gendered self is developed according to adherence to a female or male identity 
(individual); 2) how interactions are influenced by gender stereotypes 
(interactional), and 3) how organizations such as families, religious groups, or 
places of employment are impacted by the ways they are organized “with 
cultural logics still embedded within them” (institutional) (Risman & Davis, 
2013, p. 748). The concept of gender structure then becomes a key component 
from which to view the ways women have to adjust their behavior in certain 
positions, because the “cultural logics” already favor men.  
Women in Atypical Workplaces 
When considering differences in the careers of men and women, social 
expectations become apparent. Men and women are expected to behave 
differently: “men are thought to be assertive, dominant, decisive, ambitious and 
self-oriented, whereas women are thought to be warm, expressive, nurturing, 
emotional and friendly” (Babcock & Laschever, 2003, p. 62). In a recent article in 
Parade, noted leaders Condoleeza Rice (former United States Secretary of State), 
Sheryl Sandberg (Facebook COO), and Anna Maria Chavez (CEO of Girl Scouts 
of the USA) discussed their efforts to ban the word “bossy” from the vocabulary 
of those who describe girls as aggressive in their desire to lead. The premise is 
that the word “bossy” is hurtful and discourages young girls from seeking 
positions of leadership. Instead of labeling a daughter as “bossy,” parents should 
be encouraged to instead say, “My daughter has executive leadership skills” 
 
 
 
20
 
(Sherr, 2014, p. 9). Sandberg illustrates the difference between saying this to 
describe a daughter versus using the same statement to describe a son, “There’s 
no humor in that sentence, which reveals the difference in our expectations” (p. 
9). While the intentions of these women are laudable, by banning words, they 
perpetuate the idea that girls displaying this characteristic “need protecting [and] 
rescuing,” when they may be smarter than people sometimes give them credit 
for (Urback, 2014, p. 3); Sherr advocates for the language to change: “if girls are 
taught they can do anything . . . then hearing the word ‘bossy’ will have no 
negative impact” (p. 1).  
 Given that men are presumed to be assertive and ambitious, and women 
pleasant and nurturing (Babcock & Laschever, 2003), it then becomes worth 
looking at the ways jobs reflect the attributes of the people who occupy them 
(Wharton, 2012, p. 204). These presumptions explain why women hold 
“traditional female” positions in nursing, elementary teaching, or social work, 
whereas men tend to be found occupying positions as “engineers, architects, and 
lawyers” (Gutek & Larwood, 1986, p. 22; see also Bain & Cummings, 2000). In its 
2012 report, Women in the Labor Force, the United States Bureau of Labor Statistics 
added support to the above statement: women comprise 13.7% of engineering 
and architecture occupations, 31.1% of lawyers, 39% of judges, 34.3% of 
physicians, and 24.2% of dentists (pp. 31-42).  
 Women who have chosen atypical careers have reported various 
situations in which they had to determine how to “fit in” in order to be seen as 
competent, be treated as an equal, or at least deflect harassment while on the job. 
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One tactic is that of acting like “one of the guys,” wherein women distance 
themselves from feminine qualities in order to blend in. Others intentionally 
display stereotypical attributes while they deftly meet the demands of the job. In 
this way, they dispel any doubts about their abilities while remaining 
recognizable as women (Lucas & Steimel, 2009; Menneson, 2000; Norman, 2010). 
Further, some women describe being told by men, in varying ways, to confirm 
stereotypes of femininity by acting in ways that would allow the men to 
recognize them as women (Lucas & Steimel, 2009). Research on women working 
in blue-collar jobs indicates that men have an “occupationally bound 
identification with masculinity” (p. 323). When women entered “their” 
profession, clinging to the masculine imagery associated with that job became 
even more important.  
Diffusing Stereotypical Perception 
 Women who pursue careers historically held by men often encounter 
environments that require them to negotiate identity (Jorgenson, 2002; Lucas & 
Steimel, 2009; Mennesson, 2000; Norman, 2010; Oakley, 2000; Olsson & Walker, 
2003; Parker, 2002; Silva, 2008). As women seek to be perceived as competent, 
they may reject some feminine attributes. For example, a woman who strives to 
become successful as a boxer knows that she may display behaviors expected for 
male boxers: throwing punches, wearing boxing gloves, sweating and grunting 
through a match. In order to beat her opponent and to show that she is 
competent in this domain, she may temporarily abandon traditional feminine 
qualities to be successful. For the woman boxer, the negotiation of identity may 
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become carefully choreographed—she assumes one identity in the ring and 
another outside of it (Mennesson, 2000). A remarkable result is that acceptance 
by men comes at the cost of assurance that she remains recognizable as a woman. 
Though the behavior (in this case, boxing) deviates from what is recognized as 
acceptable feminine behavior, it is acceptable because the woman returns to an 
identity considered feminine: the men who watch her may show admiration for 
her and her display of skill (especially if she wins), but are reassured once she 
puts on her clothes and makeup, returning her to the socially recognized image 
of a woman (Mennesson, 2000). Corresponding to this is Silva’s (2008) study of 
women in the Reserve Officers Training Corps (ROTC). One male respondent 
expressed a similar sentiment—or relief—when describing a female colleague, 
“my first perception of [her] . . . was that she was a bit masculine [but] if you 
actually take the time to get to know the women in the military, I think they 
retain their femininity really well” (p. 948).  
Swann et al. (2003) studied groups of men and women over a period of 
nine weeks and found that successful identity negotiation can engender 
stereotype erosion when individuation occurred. In other words, through regular 
conversation and group interaction, women were able to bring others to see them 
as individuals, not simply as stereotypes; however, Swann et al. warn that when 
women act in ways that are not stereotypical––authoritative, independent, 
assertive––such behavior could backfire, “as perceivers associate female 
communality with social attractiveness” (Swann, 2003, p. 210; see also Rudman & 
Phelan, 2008). Apparently, if women occupy masculine roles permanently, they 
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may risk loss of positive regard by men and women alike if they seem to deviate 
too far from the norm of feminine behavior.  
 Some women conductors have reported hiding specific details about their 
personal lives (marital status, pregnancy, orientation) in order to gain 
recognition as conductors (Bartleet, 2008b, pp. 36-37). Oakley (2000) describes the 
“double bind:” a “behavioral norm that creates a situation where a person cannot 
win no matter what she does” (p. 324). Some women conductors report feeling 
“up against” the gendered expectations of the role of conductor, a “profession 
that requires them to desexualize themselves, but also requires them to 
masculinize their leadership methods” (Bartleet, 2003, p. 229). If a woman 
conductor leads her ensemble through a rehearsal that includes masculine 
gestures and characteristics, when she descends from the podium, how 
important is it––to her or the musicians––that she returns to a socially accepted 
persona of woman?   
Women in Academia 
 Bailyn (2003) describes the reasons why pursuing a career in academia is 
attractive: one has relative independence while aspiring to become an expert in a 
particular field, pursuing study in an area in which one feels strongly, and the 
possibility of job security gained through the tenure system. Bain and Cummings 
(2000) presented flexibility in scheduling as potentially attractive to women who 
are interested in research, teaching, and service.  
 Within academia, such systems contribute to women encountering 
various circumstances that men do not. For women, being part of academia 
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means enduring aspects of an institution that is gendered. Acker (1992) defines a 
gendered institution as one where “gender is present in the processes, practices, 
images and ideologies, and distributions of power in the various sectors of social 
life” (p. 567). Examples of social institutions include families, workplaces, and 
schools (Wharton, 2012, p. 93). Such institutions engender inequality because 
they perpetuate systems of gendered (and normalized) behaviors: tools for 
organizing “human activities, practices, and social structures in terms of 
differentiation between women and men” (Acker, p. 567). 
 Women in the academy may find themselves trying to overcome different 
challenges than men, such as competing with the demands of a job that subverts 
other identities such as mother and wife (Baker, 2010; Growe & Montgomery, 
2000; Park, 1996; Richard, 2011; Sipes, 2010; van Anders, 2004); being paid less 
than a male colleague, stereotyping, gender devaluation, isolation, delaying (or 
denying) motherhood, and emotional labor are some of the factors which women 
must negotiate in academia. Because academia is a gendered institution rife with 
embedded cultural expectations which favor men, women often must adjust 
their behavior to survive.  
 There is also the underlying assumption that teaching music is not a 
“real” academic endeavor, so for some music teachers, they might feel that 
working longer hours than their male counterparts, for example, may be vital to 
being viewed as a legitimate educator. Koza (2005) asserts that women who do 
not (or cannot) adhere to such an expectation are needlessly left out of 
instrumental music education posts. Some women may feel compelled to take on 
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extra work that extends the work day beyond a traditional eight hours in order 
to be seen as skilled as their male counterparts or to prove that they are just as 
committed to their work (Biklen, 1995, p. 25). Koza (2005) speaks to this from the 
perspective of the woman music educator who may feel compelled to take on 
extra work in an effort to “legitimize” her standing as an educator, but also 
because of the tacit understanding that working longer hours or taking on more 
responsibility “is a necessary component of professionalism and a strong 
indicator of good teaching” (p. 190; see also Sears, 2010; Sheldon & Hartley, 
2012). For those women who extend themselves beyond the traditional workday, 
Koza contends, such assumptions “may not be necessary for quality teaching. 
Indeed, if it contributes to poor physical and mental health . . . it may be a 
detriment” (p. 190).  
 There are, ironically, women who cannot take on responsibilities beyond 
the workday because they “typically do not have the support systems that they 
have long provided for men” (Koza, p. 192; see also; Bussey & Bandura, 1999; 
Lester, 2008; Ward & Wolf-Wendel, 2004). Many women engage in the work of 
parenting and running a household. This is what Kolodny (2000) refers to as part 
of a “hidden workload . . . shoulder[ing] the major responsibilities for home 
keeping and child rearing” (p. 89). Even though a woman’s contribution to her 
family—financial or otherwise—is vital, it is not considered in the context of her 
career outside the home (Biklen, p. 25). A man’s contribution to his family is that 
he works, and for the man whose career is on the trajectory, such advancement 
may be viewed as dedication. For many women, “work and family life are 
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oppositional, positioned at opposite ends of the same continuum that frames a 
woman’s contribution to the workforce in relationship to her family” (pp. 24-25). 
The assumption that women are predisposed to doing the “women’s work” often 
associated with extending oneself beyond the traditional workday represents a 
gendered trait. Yet, women are expected to fill these roles in ways that men are 
not.  
 Acker and Feuerverger (1997) found that some women felt they were 
expected to be “caregivers” to students while saddled with administrative duties 
(p. 418). Within academia, there is a gendered “reward structure” that benefits 
those involved in research and administrative areas, leaving out those who 
spend more time teaching and advising (Bellas, 1999, p. 96; see also Kolodny, 
2000). Such a structure is built upon the belief that the elements of academia are 
segregated according to masculine and feminine traits; teaching and service are 
affiliated with feminine attributes, while research and administration are more 
closely aligned with those of masculinity (p. 97). Even when a woman is placed 
in an administrative post, she may then be viewed as less powerful simply 
because of her gender. This is what Monroe, Wrigley, and Alexander (2008) refer 
to as gender devaluation, the “subtle process by which administrative positions 
lose their aura of status, power, and authority when held by women” (p. 219). 
 Bellas (1999) also discusses the concept of “emotional labor” within the 
realm of the professoriate (p. 96). Women are handicapped because, while 
gendered expectations may render them able to meet the emotional needs of the 
position (teaching and service), they may be valued less because they have less 
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time to devote to research and administration (p. 107). Saunderson (2002) speaks 
to “the deeply gendered way production [in academia] is privileged over 
reproduction, and output over process” (p. 382).  
Women also described being overworked while given little recognition 
and complained of being excluded from an arena that seemed to expect women 
to accept being discriminated against (Acker & Feuerverger, 1997, p. 414). 
Women may take on more work in order to be known as legitimately 
accomplished and to be considered for tenure (Bradley, Yerichuck, Dolloff, 
Galway, Robinson, et al. 2017; Park, 1996; Payne, 1996), while other women are 
simply given more work than male peers because of the gender perception that 
women are “predisposed” to taking on more work (Carson, 2001, p. 343; Park, 
1996).  
Some women in academia feel that they must replicate masculine qualities 
such as assertiveness and confidence when in positions of authority because they 
view these as the standard to which they must adhere in order to prove 
themselves worthy of the position (Growe & Montgomery, 2000, p. 2). It is 
through socialization that people develop an understanding of the “standard” of 
what constitutes male and female attributes (West & Zimmerman, 1987). Babcock 
and Laschever (2003) point to the following descriptors as benchmarks: men are 
presumed to be assertive, ambitious, dominant, and self-centered; women are 
presumed to be pleasant, nurturing, and sensitive (p. 62). Further, women may 
be seen as “less competent,” while men as more “status worthy” (Ridgeway & 
Correll, 2004, p. 513; see also Stets & Harrod, 2004). Women may also be viewed 
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as incompetent simply because they may exhibit a more nurturing manner. 
Women professors may encounter students who view them through a 
stereotypical lens. Female students perceive women professors as “less worthy 
and authoritative, yet more approachable and informal” (Carson, 2001, p. 346), 
while male students may seek favorable treatment and can be disrespectful 
toward female professors (p. 347). These challenges are similar to those 
experienced by women band directors.  A woman who is a university band 
director faces a kind of double jeopardy: her “offense” is that she is a woman, 
and because she must navigate two gendered arenas (band directing and 
academia) she is “tried” twice.  
Purpose 
The purpose of this study was to understand the ways three women have 
experienced gender within the culture of band directing as women, university-
level band directors. Because there were three participants at three different 
stages of their careers, I used a collective case study (Stake, 1995) design to better 
understand “multiple variations of potential importance in understanding the 
phenomenon” (Merriam, 2009, p. 50). In this case study, the phenomenon I 
sought to investigate was the culture of university band directing. To fully 
investigate that culture, it was important to discern the many ways in which 
women band directors experienced gender on an individual basis, how they 
identified with the role of woman, interacted with student musicians and other 
university band directors, how they experienced meeting––and not meeting––
gendered expectations, and on an institutional level, relaying their experiences as 
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members of the academy.  
Need for the Study 
Women who conduct bands at the university level are in the minority––
the position remains dominated by men––perhaps due, in part, to a lack of 
female role models (Gould, 2001; Sheldon & Hartley, 2012). Women who work in 
areas where men dominate the landscape may have to change various aspects of 
their identities, including appearance or language, to feel comfortable, 
competent, or worthy (Growe & Montgomery, 2000; Lucas & Steimel, 2009; 
Menneson, 2000; Norman, 2010; Park, 1996; Richard, 2011; Silva, 2008; Sipes, 
2010). To be successful, women may alternately reject or integrate masculine 
characteristics associated with band directors (Bartleet, 2008b, 2003). Outside the 
realm of band directing is the larger culture of the academy. Within this culture, 
women must also negotiate aspects of academe that men do not: engage in 
working longer hours or taking on extra responsibilities in order to be seen as 
dedicated and accomplished (Biklen, 1995; Koza, 2005), balance gender 
perceptions with authority, and manage gender stereotypes such as “nurturing” 
and “warm” that are incongruous to the expectations for professors (Acker & 
Feuerverger, 1997). Consequently, I am interested in how the structural 
inequalities related to gender may differently affect women’s experiences in the 
academy as band directors.  
While there has been considerable research about women conductors and 
their contributions to conducting, none of this research is focused on the specifics 
of women’s gendered experiences and the “willfulness” (Ahmed, 2014) required 
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of women who aspire to be conductors at the university level. This may require a 
negotiation of identity to gain verification and acceptance from a group that 
shares similar interests or qualities, but because that group may not see her as 
she sees herself, a negotiation takes place (Swann & Bosson, 2008). When 
acceptance is not easily gained, it may require that the person who seeks 
acceptance resort to willfulness. The need for this study lies in understanding 
how gender affects women band directors through the avenues of identity 
negotiation and willfulness. If future women band directors can better 
understand the avenues they may travel as they negotiate gendered experiences, 
perhaps they will become better equipped to encounter the resistance they may 
face in the world of university band directing. 
 
Research Questions 
The following research questions reflect not only my focus on the 
experience of gender, but also how gendered expectations, band culture, and the 
culture of academia may have had an impact on the experiences of the 
participants: 
1. In what ways do women band directors describe the culture of band 
directing within the academic settings where they work?  
2. How did the participants experience this culture as women? 
3. What strategies did the women develop in order to perform their jobs 
effectively as university band directors? 
Though these questions may appear broad in scope, it is because I was interested 
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in understanding complex experiences. Bradley (2006) refers to DeNora (2000) in 
asserting that, “questions too narrowly focused fail to explicate the social 
complex in which the experiences occur…“ (p. 48). If the research questions were 
too focused, I may have missed data that proved valuable.  
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CHAPTER TWO: “ARE YOU MORE THAN WHAT YOU DO?” 
(Melissa, interview, July 7, 2015) 
  
This chapter sets the stage for an understanding of identity via gender 
theory. The ways in which gender and identity are intertwined within the arenas 
of academia, music education, instrument gender, and conducting become 
significant if one is to gain knowledge of gendered experience. When studying 
gendered experience as an important aspect of a person’s understanding of who 
she is, evidence of such understanding may be revealed in the ways she presents 
herself verbally, through what she wears, how she speaks, and how she acts. 
 This chapter begins with an outline of the self, the other, and the generalized 
other. Subsequently, I present identity and gender theory, followed by an overview 
of gendered expectations within music and music education, gender perceptions 
in society, music education, and academia. 
Conceptual Framework  
The tenets of gender theory, role theory, and identity theory frame the 
objective of this study: to understand the ways three women have experienced 
gender while identifying as women, university-level band directors. I employed 
a conceptual framework to “explain, graphically. . . the main things to be studied 
and the presumed relationships between them” (Maxwell, 2012). A graphic 
representation of the conceptual framework appears on page 40.  
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The Self, The Other, and The Generalized Other  
An understanding of the self begins in childhood, during primary 
socialization. This is when a person learns what behavior is expected in a given 
situation or arena, and also develops an understanding of how to align with such 
expectations. Mead (1934) explains the self as a two-part component of a person’s 
“character,” one that is developed over time and “arises in the process of social 
experience and activity” (p. 135). In other words, the self is created as a result of 
social interaction and observation of the myriad environments a person 
encounters. Mead furthers the concept by adding that the self develops by 
dividing into the I and me. Such division is necessary because the I acts as the 
agent that initiates action to bring about change; the me is the observer of the self, 
taking in the environments encountered which then inform and regulate 
behavior during the course of the action taken (Burke & Stets, 2009, p. 21). Thus, 
individuals learn to initiate action but to also “change their environment as well 
as themselves and their behavior” (p. 20). For example, consider a musician in an 
ensemble. Successful membership in an ensemble is dependent on the I and the 
me working in tandem as described above. Effective participation is not only 
based upon musical skill (the I), but also general knowledge of the roles of the 
other musicians and conductor, and expectations of behavior (the me). To be a 
successful member of an ensemble, all musicians must then “take the role of the 
other (indeed, the whole set of others) in relation to his or her own role and 
understand his or her own role from the point of view of the organized 
community of others” (p. 21).  
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The self can also include the other as its counterpoint. Other refers to a 
person who is understood to be “not the self . . . an other which is separate and 
cannot be controlled or comprehended physically or mentally, at least not as 
much as the self can be” (Schalk, 2011, p. 4). Further, the term, when capitalized 
(as in Other), refers to those “whose identity is considered lacking and who may 
be subject to discrimination by a group to which they do not belong” (Staszak, 
2009, p. 1; see also de Beauvior, 1949/2009; Krumer-Nevo, 2002). Such practice is 
considered othering, where groups that include only certain people are created to 
facilitate said discrimination. Krumer-Nevo (2002) speaks of the arena of othering 
“as a sphere of power relationships . . . where two reciprocal social images 
interact, one is perceived as more powerful, the other as inferior” (p. 3). Women 
have long been considered as Other. 
As stated above, when engaged in an activity, a person must develop an 
understanding of the culture in which that community exists, because 
assimilating expectations for behavior play a large part in determining whether a 
person is to be successful in that culture. Mead refers to such a community as the 
generalized other, “the organized community or social group which gives the 
individual his unity of self . . . the attitude of the generalized other is the attitude 
of the whole community” (p. 154). Within this study, the culture of band 
directing is viewed as both an arena of othering and the generalized other, the rules 
to which participants reported striving to learn and live by. Thus, the 
participants had a unique obstacle to navigate: to become part of the group that 
held women band directors as inferior yet was the very community to which 
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they needed (and wanted) to belong so they could be successful as band 
directors. 
Identity Theory 
An identity is intrinsic to a person’s being. It is the way that a person 
represents herself to the world (Burke & Stets, 2009) and provides the meaning 
given in the context of a role (Biddle & Thomas, 1966; Burke, 2006). When 
someone plays a role, there is an understanding that the role comes with 
expectations (Burke & Stets, 2009; Turner, 2002). For example, how people wish 
to represent themselves is dependent on the ways they understand and perform 
roles in society. According to Davis (1966), an identity is a “result of all the other 
positions he holds in major social structures” (in Biddle & Thomas, 1966, p. 67). 
Thus, the roles one plays influence the identities one holds. In this light, it would 
seem reasonable that identities shift as roles change. 
In this study, I relied on the following definition of identity: “the set of 
meanings that define who one is when one is an occupant of a particular role in 
society” (Burke & Stets, 2009, p. 3). For example, a music teacher may claim 
musician as his/her main identity but describe music educator or band director as 
roles, or vice versa.  
Identity and roles. Because research shows that roles influence identity 
(see, for example, Burke & Stets, 2009), it was important to consider both in the 
context of this study. The distinction focused on identity as the meaning 
participants gave to a role, while a role represented the position participants 
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occupied, one that had expectations. For example, a band director might state 
that occupying that role meant she was responsible for the musical integrity of 
that group, while the expectation of that role involved characteristics or traits 
typically associated with men, such as assertiveness, ambition, and decisiveness. 
McCall and Simmons’ (1978) version of role-identity theory maintains that 
people create identities with the role as the central concept (Burke & Stets, 2009). 
Roles have sets of expectations to be met but are ultimately influenced by the 
experiences one has and the importance placed on that role (Turner, 2002). Thus, 
people may interpret and negotiate their roles differently from the ways that 
they expect roles to be played. In this way, people become the roles that they 
perform. How the women in this study explained their identities and their 
meanings brought clarification to how such identities were formed or negotiated 
as members of a culture that remains dominated by men. Throughout this study, 
I sought to determine if each woman interpreted the role of band director 
differently from the anticipated expectations for that role, and if so, how that 
interpretation may have been related to gender.  
Gender socialization. There are five key theories of socialization with 
relation to gender. Each helps frame how to understand the ways in which a 
person inhabits gender roles, a central locus in this study. In social learning 
theory, gender roles are learned when children engage in gender conforming and 
non-conforming activity or behavior (Wharton, 2012, p. 38). A parent’s role in 
responding to such behavior is key: a child’s ability to conform to a gendered 
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expectation invites reward or retribution, setting the stage for learning how a 
man or woman is expected to act.  
Cognitive developmental theory, first developed by Kohlberg (1966), offered 
the view that children “develop stereotypic conceptions of gender from what 
they see and hear around them” and that they have the ability to do this from the 
age of six (Bussey & Bandura, 1999, p. 677). A child learns early that women are 
expected to be pleasant nurturing, and men are to be assertive, ambitious, 
dominant, and self-centered (Babcock & Laschever, 2003, p. 62). Children 
understand their relationship to gender as they mature and seek out activities 
through which they can experiment with displaying gendered characteristics. 
Once a child develops an understanding of the gender to which they ascribe, 
they may strive to behave in norms deemed consistent with that gender (Bussey 
& Bandura, 1999, p. 677).  
Bem’s (1981) gender schema theory is based upon the idea that children are 
capable of developing associations with gender as early as age two and that, as 
they “learn the contents of the society’s gender schema, they learn which 
attributes are to be linked with their own sex and, hence, with themselves” (Bem, 
1981, p. 355; see also Egan & Perry, 2001; Powlishta, Serbin, & Moller, (1993). A 
schema is “a cognitive structure, a network of associations that organizes and 
guides an individual’s perception” (p. 355). A gender schema then, is an organized 
set of gender-related beliefs that influence behavior. Identification theory is a 
psychoanalytic theory which holds that people develop a sense of their gendered 
self when they develop an emotional, and sometimes unconscious, bond with a 
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same sex parent (Wharton, 2012, p. 44; see also Chodorow, 1978).  
Finally, Bussey & Bandura’s social cognitive theory (1999) contributes a 
different perspective, combining aspects of experience and independent thought 
to explain the ways gender is created: “gender conceptions and roles are the 
product of a broad network of social influences operating interdependently in a 
variety of societal subsystems” (p. 1).  Awareness of gender types and 
stereotypes in children and adults fluctuate, even with allegiance to one gender.  
Gender Theory 
Perhaps the most intriguing of recent gender theories is that of doing 
gender. In 1987, West & Zimmerman proposed that gender was something one 
does as opposed to something one is. They maintained that gender was created 
socially by “normative conceptions” of what it means to be male or female in a 
particular culture, at a particular historical time; that is to say, people act, or “do” 
male or female based on roles or characteristics learned through interaction (p. 
129). Butler (1988) expanded upon this, stating that gender evolves according to 
“a series of acts which are renewed, revised, and consolidated through time” (p. 
523). In an updated version of this theory, however, Butler (2004) contends, if one 
can do gender, then one can undo gender (see also Deutsch, 2007). In this vein, 
Butler asserts that doing gender perpetuates gender differences created socially. 
Difference remains, even when creating one’s own version of gender. In undoing 
gender, social interactions can be re-imagined to undo difference. Through 
various forms of resistance and subversion, one can challenge normative 
concepts of gender, creating situations where they may encourage others to act 
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similarly (Deutsch 2007, p. 121). If women take up positions strongly associated 
with male attributes (band director, college professor) and produce results that 
are gender-less (quality music making, exemplary teaching) then, as Risman 
(2009) points out, maybe “the old gender norms [will lose] their currency” (p. 84). 
Using this model, I sought to find out the ways in which women band directors 
may have encountered gender inequality on an individual basis, in experiences 
with the student ensembles they led, with their fellow band directors, as 
members of the community of the academy, and how they did and undid 
gender.  Figure 1 provides a graphic representation of the interaction between 
the three theories comprising the conceptual framework employed in this 
dissertation. 
Figure 1. Conceptual Framework 
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Literature Review 
In this section, I review the literature thematically, drawing from the 
theoretical concepts employed in the research analysis, as well as my experiences 
as a percussionist. The focus of this study was on the careers of three women 
who were respected university band directors and the gendered experiences 
each encountered within the male-dominated domain of university band 
directing. 
Negotiation of Identity in the Workplace 
Various studies have been conducted on negotiation of identity in the 
workplace. Identity negotiation occurs when one seeks to gain verification and 
acceptance from a group (in this case an employer, student or colleague) who 
shares similar interests or qualities, but because that group may not see her as 
she sees herself, a negotiation takes place (Swann & Bosson, 2008). Because the 
culture of band directing, historically, has been decidedly masculine, women 
who see themselves as band directors may find that working in such an 
environment requires that they negotiate their identity. 
Swann, Johnson, and Bosson (2009) provided a comprehensive overview 
of elements necessary for identity negotiation at work. Companies often 
communicate the kinds of qualities they want in their potential employees, thus 
beginning the negotiation process before the employee is hired. When the 
employee joins the company, the process continues, as employees often give 
“identity cues” to the employer. For example, they may display pictures of their 
children on their desk to indicate identity as parent or join a company team to 
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show they may identify as an athlete (p. 7). 
Carbado and Gulati (1999) found that those who did not meet the 
stereotypical standard of their identity were “reminded” in various ways they 
were “not performing their identities in ways that are palatable to their insider 
employers” (p. 1307). Ely (1995) discovered women’s gender identity was related 
to the number of women in power in the workplace. For women who worked at 
firms with a low number of women in power, “sex roles were more stereotypical, 
and sex roles were more problematic” (p. 625). In contrast, Olsson and Walker 
(2003) studied 30 women executives and found that they often used the same 
process of “identification and differentiation comparable to those of men” (p. 1). 
In a study of a Swedish advertising agency, Alvesson (1998) discovered 
intriguing versions of gender identity: the division of labor was almost equal, 
although men held top posts within the organization. Design teams (also staffed 
by men) exhibited more characteristics of feminine behavior (collaboration, 
cooperation) in order to complete projects successfully. In addition, some men 
held positions as assistants, posts typically held by women.  
Swann et al. (2003) studied small groups (n = 4–6 per group) of male and 
female MBA students to find out if gender perceptions changed over time. 
Women were perceived to be “more communal than men but equally agentic” 
(p. 203). There was also the perception that women who were business minded 
displayed behaviors of dominance. Women in business settings felt pressure to 
be as or more competent than their male counterparts, which may have 
manifested in adopting—or rejecting—male characteristics such as 
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aggressiveness and assertiveness (Ely, 1995; Oakley, 2000; Olsson & Walker, 
2003; Parker, 2002). Findings from the Swann (2003) study revealed a fading of 
stereotypic perceptions as women came to be seen as individuals. Additionally, 
women in the Swann study were able to bring others to see them as the women 
saw themselves: as capable as men. An additional (and unfortunate) result of an 
eroded stereotype emerged; while the women were eventually seen as 
competent, they were viewed as less collaborative. 
Women and identity. Collin (1994) spoke to the issues of women creating 
identity in the face of belonging to a community, and in this case, gender is the 
community: “one’s relationship with one’s own community when it is dominant 
is not the same as when that community is dominated” (p. 17). Stets and Burke 
(1996) asserted, “gender as status comes from the viewpoint of society; gender as 
identity comes from the viewpoint of individuals” (p. 193). Using this dual 
definition may help to understand various types of behaviors between men and 
women when they communicate on a one-to-one basis.  
Researchers have posited that a woman’s identity constantly evolves, 
often embodied by the struggle to meet the needs of others while trying to keep 
the self from being left behind. Cerulo (1997) summarized identity construction 
through the lens of social constructionism: “[gender is] an identity continually 
renegotiated via linguistic exchange and social exchange and social 
performance” (p. 387). Josselson (1996) studied the identities of 30 women over a 
20-year span and found that identity was “the ultimate act of creativity,” (p. 27) 
and that women in particular formed their identities in relationship to others (p. 
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33).  
To be verified as a leader of a group may be more easily accomplished by 
men than women (Burke, Stets & Cerven, 2007). Such verification has 
implications for conducting an ensemble, as this position requires that the 
ensemble (in this case the “group”) recognizes the conductor as leader. In their 
study, Burke et al. surveyed and observed a total of 192 undergraduate students. 
Each was placed into groups of two women and two men to determine how 
leadership identity was verified among males and females. Results indicated that 
when women were “authorized” to be the leader of a group, they benefited more 
from the perception of legitimation. Men did not require this same 
“authorization” in order to be perceived as leaders because their “status” as male 
was perceived as ranking higher than women (pp. 38-39). In addition, they found 
status to be a “two-edged sword”: without it, identifying as a leader was 
compromised; with status, “expectations” sometimes became unrealistic (p. 39). 
Bird (2004) looked at respect within the context of identity, noting that respect 
sometimes was confused with status: “the debate is really between views based 
on claims about personal status and those about conception of identity (and 
difference)” (p. 221).  
Stets and Harrod (2004) studied groups of men and women who claimed 
one of three identities (“worker,” “academic,” or “friend”) in order to 
understand how status influences self-verification across these identities. Results 
indicated that those with higher status tended to have more resources 
(education) to accomplish specific goals. This applied to those who identified as 
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“worker” and “academic.” In addition, identity was “influenced by her 
movement in the social structure, into and out of positions of status and power” 
(p. 169). In terms of gender-specific results, the researchers hypothesized that 
women would experience confirmation of the identity “friend.” They found, 
however, that this was not the case, due perhaps due to gendered expectations. 
(p. 167). According to Stets and Harrod (2004), gender is a diffuse status 
characteristic, which means that society expects women to have particular skill 
sets (such as the ability to be communal) in addition to overall competency. 
“Cultural associations” with being a woman can mean women are viewed as 
having a lower status (p. 161). The researchers found that while the women in 
their study were indeed able to verify the skill in friend identity verification, at 
the same time, they registered low in terms of status based on their gender.  
In an essay on psychosocial stress and identity, Burke (1996) suggested 
that people who were closely aligned with their gender identity seemed to suffer 
more stress in social situations than those with a “more open and flexible 
identity” (p. 28). Though focused on social situations, this research could offer 
insight into the conflict that women conductors often report: struggling to 
balance the masculine traits of the conducting role with their own.  
Establishing identity in a male-dominated field. Women who seek the 
position of conductor of a musical ensemble enter into a non-traditional 
workplace. Academia, the military, coal mining, boxing, engineering, coaching, 
advertising, and architecture are workplaces of inequality, meaning women are 
at a disadvantage in terms of advancement, salary, and acceptance. Further, 
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institutions such as academia are noted for having “positions with higher status, 
power, and remuneration [and] are generally dominated by males” (Monroe, et 
al., 2008, p. 216).  
In these arenas, some women struggle to find footing as they seek to 
become not only competent but also accepted. Some adapt to the environment by 
taking on male behavior in an effort to gain acceptance, while insisting that their 
occupation is gender neutral (Jorgenson, 2002).  
Perhaps the epitome of a gender-specific occupation is the military, whose 
primary population is made up of young, white males (Redmond, et al., 2014). At 
the conclusion of World War II up to 1973, approximately 2% of the fighting 
force was made up of women (Amara, 2014, p. 2). As a result of the women’s 
equal rights movement, women now make up approximately 14% of the United 
States military. They are represented among commissioned officers (17%) and 
represent a wider racial demographic than their male counterparts (p. 4). Yet, the 
culture of the military remains “an exclusively male society, one designed to 
produce efficient, disciplined soldiers and sailors with the transformation of boys 
into men” (Burke, 2004, p. ix).  
Silva (2008) studied a group of 25 female and 13 male Reserve Officers’ 
Training Corps (ROTC) cadets to better understand the ways gender identity is 
viewed within that culture (p. 942). Of particular interest was how women 
maintained their identities as women while adhering to the masculine ideology 
so pervasive in the military (p. 940). Some male participants described women in 
the program with admiration: that the women were able to complete or exceed 
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the physical requirements but that they kept their feminine qualities intact. In 
other words, the males were still able to identify the women as women, 
according to gendered expectations. Female participants reported that, while 
knowing feminine qualities were in conflict with military doctrine, these qualities 
remained important to their own gendered identities as women (p. 954). This 
required a “redefinition of concepts of femininity in order to engage in activities 
labeled non-feminine” (p. 955). This redefining enabled the women to engage in 
military activities while keeping true to their feminine identity. For some 
women, however, changing career tracks was necessary because the masculine 
culture associated with some alternate career choices was too severe an 
adjustment to make. This statement came from a cadet who was compelled to 
change from her original choice to become a pilot: 
I used to want to be a fighter pilot, but now I am going into 
intelligence. The fighter pilots, hanging out every Friday night and 
going to bars and singing songs that are very demeaning to 
women . . . they are able to do that and continue the tradition 
because there aren’t very many women in the field. (Silva, 2008, p. 
953) 
This illustrates the intimidating position in which a woman may find herself as 
she figures out how to exist in the male-dominated culture of the military; 
however, it also highlights some of the social challenges women face in other 
arenas.  
Mennesson (2000) studied 12 women boxers and the ways each created 
identities as they pursued a male-dominated sport. Most came from middle to 
lower-class economic backgrounds, and all engaged in sports and physical 
activity as young girls. Keeping up feminine appearances inside as well as 
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outside the ring was important. This included the style of boxing as well. 
Interestingly, most women in the study trained to use a “soft” style of boxing, 
where there is more emphasis on “technical mastery, grace, and balance [and] 
penalize[s] the use of powerful blows” (p. 23). Some women reported it 
necessary to adopt a masculine attitude: “you must not be too feminine . . . I’d 
almost say that you have to be a man, have a man’s psychology” (p. 28). 
Acceptance by male peers required being less skilled in the ring as well as 
remaining true to her gendered identity as a woman outside of it. Further, the 
gendered identities of the women boxers were continually evolving as their 
behavior and attitudes made their participation in the sport less threatening (p. 
32). 
Norman (2010) looked at the experiences of elite women coaches in the 
United Kingdom. Focused on patriarchy and power in the coaching ranks, six 
women who each coached a woman’s team sport were interviewed (p. 93). 
Findings suggested that women faced with coaching in a culture controlled by 
men via “networking and appointments”—an “all boys together” atmosphere––
excluded women from gaining valuable experience and opportunities (p. 99). In 
addition, sexual identity and competence appeared to be significant in whether 
or not a woman got—or kept—a coaching position. There was an overt 
awareness that association—or perceived association—with homosexuality 
(either on the part of the coach or player) was to be avoided. One of the women 
coaches felt pressure to adhere to this standard: “certainly we try and get the 
good-looking girls because of the perception of the butch, gay; trying to beat 
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those perceptions so that the parents want their kids to come into the sport. It’s 
not a bad thing” (p. 99).  
In a similar vein, the Los Angeles Times reported on the success of a high 
school all-girls wrestling team, some of whose young members had to endure 
pressure from their families not to compete. Indeed, one girl went to great 
lengths to hide her participation from her mother who insisted, “Wrestling isn’t 
for girls. You’re not athletic enough. Besides, the family needs you at home” 
(Caesar, 2013, p. A11). Even after earning a championship, she was punished by 
her mother, apparently unwilling to see past the masculinity of a sport that 
fostered her daughter’s success. 
Lucas & Steimel (2009) interviewed a group of young women who 
worked in a summer program at a mining company, as well as two other groups 
comprised of current and former employees (n = 21), their wives (n = 16), and 
their adult children (n = 13 male and 12 female) (p. 328). The purpose was to 
examine the ways that women developed social identities in a working-class 
arena. The authors found that most participants had no problem with women 
working in the mines as long as they could perform the job adequately (p. 330). 
The young women who participated in the summer program appeared to use 
“gender-distancing identity strategies” that linked them to masculinity and 
separated them from stereotypes of women (p. 341). In other words, women 
endeared themselves to the men by acting like “one of the boys,” while also 
displaying attributes such as being able to withstand workplace humor in a way 
that let the men know their workplace partners were not prudes. Retention of 
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their femininity, however, was important for the women as well as the men, on 
two levels: 1) the women were able to retain a part of their identity, which 
confirmed to the men that they were indeed competent, and 2) the men were 
reminded that though they were working similar mining tasks as the women, 
gendered identities remained (p. 339). Gendered stereotypes remained as well. 
The fields of advertising and architecture remain heavily populated by 
men. Ember (2016) reported that some women in advertising felt pressure to 
either be “one of the guys” (p. B1) or to stifle their feelings of resentment so they 
could keep or advance in their jobs. A top-executive “tries not to show her 
emotions at work because when she does, she is ‘immediately looked at as the 
crazy woman’” (p. B6). A female architect laments, “My eagerness to learn is 
perceived as ignorance. My strong voice and firm stance are perceived as 
‘bitchiness’” (Pogrebin, 2016, p. C6). Conversely, another acknowledges, “being a 
woman has also had some advantages, as certain clients feel more comfortable 
working with a woman during the design process” (p. C6). Walking a tightrope 
between “knowing your place” and being assertive is a common dilemma for 
many women who dare to take on a career typically held by men.  
Among female engineers recruited for Jorgenson’s (2002) study, many 
participants revealed they did not see gender as a barrier to their field. These 
women did not want to appear aligned with a group that might afford them 
more visibility, nor did they want any part of the benefits of affirmative action 
policies. It was perceived that such an association would put gender at the fore 
while, presumably, their abilities as engineers remained in the background (pp. 
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369-370). In a similar vein, drummer Terri Lynne Carrington expressed 
reluctance to discuss her position as a female drummer, asking that, “we shift to 
talking about music and not about women” (Suzuki, 2014, p. 5). Profiled in the 
same study, trumpeter Ingrid Jensen stated, “If anyone knows me, they know 
that I avoid all-women groups like the plague because I’ve had enough 
experiences where the weakest links overpower the integrity of the music” (p. 9). 
This is a powerful statement—perhaps more an indictment—of the other women 
who strive to gain access to the “club” in the jazz world. Striking in its 
unvarnished sentiment, Jensen aligned with Carrington that women should be 
judged on their abilities, not their gender. Yet, her comment also highlights her 
own bias wherein some women, indeed, do not measure up to men, at least in 
the world of jazz.  
These assertions highlight the intriguing opposite ends of the spectrum 
when it comes to identity related to a traditionally male position: the women 
described above were confident enough in their abilities to attempt to render 
gender as a non-issue. Add to that the fact that each played a “masculine” 
instrument, and one can see how vital it was for them to be known as musicians 
instead of female musicians. 
The common thread through each research study outlined is that 
gendered identities remained intact, and in many cases, the perpetuation of the 
gendered identity stereotypes also remained, whether intended or not. Women 
in each study were faced with two main issues: 1) negotiating their gendered 
identity in the context of pursuing a position associated with masculinity and 2) 
 
 
 
51
 
retaining their own sense of self in that process. Women band directors may face 
these same challenges.  
Musical identity. Multiple researchers suggest that music is not only 
important in developing a musical identity, but an identity in itself (Davidson, 
2002; Dibben, 2002; Frith, 1996; Gracyk, 2004; Hargraeves, MacDonald & Miell, 
2002). In aligning oneself with a particular style of music, one becomes part of 
what Gee (2009) refers to as an affinity group. Affinity groups are defined by a 
specific form of communication, such as musical language, that connects people 
to each other via the particular interest. Affinity groups are vital in both primary 
and secondary socialization, as these groups serve to help persons negotiate 
“new sets of expectations and social norms” (Isbell, 2008, p. 165).  
In the essay, “Music and Identity,” Frith (1996) conceived music as 
essential to identity “as it offers a sense of both self and others, of the subjective 
in the collective” (p. 110). Gracyk (2004) discussed the ways in which, for an 
adolescent, music can be a powerful ally in building identity. As they seek to 
define who they are, music may offer adolescents “a model of the intangible 
object that we seek ourselves” (p. 16). Adolescents often demonstrate fixation 
with a particular style or piece of music that may not only provide them 
familiarity and stability, but also, as Gracyk observes, “[constructing [of] self-
identity [that] is less like rehearing a favorite record than it is like listening to 
many different interpretations of the same piece” (p. 17).  
Hargreaves, MacDonald, and Miell (2002) defined one of the roles of 
music as a “primary social function in establishing and developing an 
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individual’s sense of identity” (p. 5). Davidson (2002) studied the elements that 
influenced creation of the “solo performer’s identity,” which was further defined 
as either public (someone who performs for others) or private (a person who 
prefers to perform in a solitary manner) (p. 98). Important elements of 
developing a performer identity included social factors such as encouragement 
by peers and family, environment, and individual motivation. A person was 
judged a good performer when certain criteria, such as physical appeal and an 
ability to connect with an audience, were met (p. 102). Dibben (2002) reflected on 
how gender identity construction and music were intertwined “through musical 
activities . . . musical preferences and through their beliefs about what constitutes 
gender-appropriate musical behavior” (p. 130). Women in positions of leadership 
such as conducting may find themselves struggling to maintain a balance 
between their identity as women and as musical leaders. Citron (2000) discussed 
maintaining “the masquerade” as women reconciled male characteristics and 
expectations with self (p. 87).  
Music teachers and identity. Music teachers often report having multiple 
identities. Dolloff (2007) likened the professional music educator identity to a 
series of “sub-identities that more or less harmonize” (p. 3) and suggested that 
the title of music teacher could be “fragmented” even further into areas of 
specialization, such as “band director, choral conductor, general music teacher, 
music specialist . . .” (p. 9). In the context of identity negotiation, balancing 
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various identities may become an important part of what participants experience 
as they become conductors and band directors. 
Musicians who teach music usually identify themselves as musicians first 
with the role of music teacher as secondary (Bernard, 2005; Bouij, 2004, Mills, 
2010; Woodford, 2002). Roberts (1991a, 1991b) studied music students at a 
conservatory in Canada and the ways in which they wrestled with the 
development of a musician identity. Roberts (1991a) claimed, “music students 
appear to have idealized notions as to the role-content of the social role of 
‘musician.’ It is, for them, a social career because it apparently requires a 
continuous negotiation to maintain” (p. 32-33). This negotiation began as 
students entered the conservatory. As the number of strong musicians became 
greater, status was conferred on the strongest musicians as identified within the 
school community. Findings indicated that students in a music education 
program still identified with being a “musician” first and “teacher” second (p. 
37). To understand how one becomes a music teacher, “we need to unpack the 
social world in which the opportunities and obligations to construct these 
identities occur” (p. 38). In a 2004 article, Roberts pointed to the continuing 
challenge music students face as they develop their identities as musicians, 
performers, and teachers. When they graduate, there is “little or no socially 
constructed support for your ‘musician-performer’ self . . . [while] there is 
considerable support for ‘teacher-self’” (p. 37).  
Symbolic interactionism offers a way to understand meaning, in that it is 
derived from the ways people interact with each other (Blumer, 1986). This 
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theory represents a viable way to understand music teacher identity because 
“human actions are based on meanings that arise out of interactions between an 
individual and others” (pp. 164-165). Isbell (2008) surveyed undergraduate 
students (n=578) from 30 schools to better understand how primary and 
secondary socialization influenced a student’s decision to play music and pursue 
it as a college major. Results indicated that musical experiences in which 
students engaged were held as more influential in determining music education 
as an occupation than the influence of individual teachers. Ballantyne, Kerchner, 
and Arostegui (2012) launched an international study of undergraduate music 
education majors from Spain, Australia, and the United States and their 
perceptions of professional identity prior to graduation. They found that while 
students tended to evolve from an exclusive “musician” identity to a “music 
teacher” identity as they progressed through school, they continued to see these 
identities as separate.  
Bernard (2005, 2007) wrote of the conflict of “teacher vs. musician” but 
was confident these can co-exist if there was a “reframing of music teacher 
education” (Bernard, 2005, p. 28). In this reframing, three suggestions were 
presented: 1) those who are preparing music education majors need to listen 
intently to what their students consider their identities to be, musical and 
otherwise; 2) a rethinking of the ways that music education curriculum is 
presented as a socialization tool––music making should be viewed as an 
important part of students’ education as teachers; and 3) educators should help 
music education students define the ways that music is personally relevant to 
 
 
 
55
 
them so that they, in turn, can help their students as “they forge their own 
personal bonds with music” (p. 28). 
Mills (2010) studied graduates from a conservatory in the United 
Kingdom who were considered “performer-teachers” (performers who are also 
teachers). Findings included the discovery by participants that teaching informs 
their performing, and vice-versa. Here the “professional identity vs. musician 
identity” was not in great conflict.  
Bouij (2004) used two theoretical positions, role-identity theory and 
Habermas’ (1984) theory of communicative action, to study the socialization of 
100 music education students over the course of a decade. Referring to McCall 
and Simmons’ (1978) definition of role-identity theory, in which a person creates 
an identity with the role as the central concept, the study focused on 
understanding how students planned for their future and defined who they 
wanted to be (p. 3). Bouij explored the culture of music education majors, 
expecting that students would show how “norms and values are transmitted, 
permitting individuals to coordinate their actions” (p. 5). Results found some 
students in similar conflict as those that Bernard (2005, 2007) described: 
balancing and understanding performer vs. teacher identity and the negotiation 
of teacher identity as an inferior professional position (p. 9). This conflict caused 
some students to drop out of music education completely. These students 
reported feeling unprepared for the realities of teaching: balancing 
administrative duties with classroom duties, teaching students for whom music 
making was not important, and the perception of the music teacher identity as a 
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‘low status’ position within society.  
Dolloff (2007) weighed in on Bernard’s 2005 article concerning balancing 
the teacher vs. the musician identity. Dolloff’s view held that to be able to create 
such balance effectively, music teacher education should encourage students to 
include all identities they may claim (musician, athlete, teacher, etc.) so that they 
can understand that “learning to teach is learning how to use who you are 
effectively and ethically” (p. 17).  
Taylor (2011) and Furman (2012) studied the experiences of gay and 
lesbian band directors and their identities. Each found participants in varying 
stages of conflict regarding disclosure of their sexual orientation, which they 
viewed as an important aspect of their identity. Those who hid their identity 
reported personal and professional suffering: “I stayed in the closet, led a double 
life” (Taylor, p. 5). One participant was excluded from “a conservative network 
of band directors [and] professional fraternities” due to rumors about his 
sexuality (pp. 5-6). Those who disclosed were able to strike a balance between 
their personal and professional identities as educators. All concluded, however, 
that being a member of an often-disenfranchised group enabled them to be 
effective teachers and to be in a position to better understand the struggles that 
students face when finding their own identities, musical or otherwise. It is 
important to note that, for the purposes of this study, though the issue of 
orientation was not at the forefront of this inquiry, it proved somewhat 
significant as participants mentioned colleagues who were gay as they discussed 
their own gendered experiences. That these colleagues were gay was not an 
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issue; it was mentioned as part of a discussion about balancing running a band 
program with family life. 
Gender Perceptions 
Currently in sociology, the view is that gender is something that is created 
according to cultural norms developed over time. Lorber (1994) described gender 
as “a social structure, [whose] purpose is to construct women as a group to be 
subordinate to men as a group” (p. 33). Risman (2004) maintained that by 
viewing gender as a social structure, “we can begin to identify under what 
conditions and how gender inequity is being produce[d] within each dimension” 
(p. 435). In their landmark article, “Doing Gender,” West and Zimmerman (1987) 
asserted that gender is created socially by “normative conceptions” of what it 
means to be male or female in a particular culture, at a particular historical time; 
that is, people act, or “do” masculine or feminine based on roles or characteristics 
learned through interaction (p. 129). Butler (1988) posited that being female was 
indeed a product of biology, but one becomes a woman as a result of 
“materializ[ing] oneself in obedience to historically delimited possibility” (p. 
522). Deutsch (2007) referred to gender, perhaps more delicately, as “an ongoing 
emergent aspect of social interaction” (p. 107). 
Children learn early from parents about gender-appropriate conduct, 
interests, and psyche, leading to early tendencies to segregate into same-sex 
categories (Maccoby, 2002; Kane, 2006). Generally, children become aware of the 
concept of gender at around 24 months of age (Kane, 2006). Peers also provide 
important influence. Early gender awareness is a powerful marker for the way 
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that children navigate future group activity, such as band. Williams (2002) 
posited that young girls experiment with performing gendered attributes 
according to geography, regardless of “social class or their personal gender 
beliefs,” in an effort to fit within a social structure (p. 32).  
Location plays an important role for young girls as they develop their 
attachment to gender. Girls who live in an urban area may experience different—
or more—activities, plus a larger pool of potential role models; this can 
contribute to a young woman seeing her gender as one with more potential than 
men (Williams, 2002, p. 32). Young women often struggle with the expectations 
of others in the development of their own identity. They navigate between 
“being a ‘girl,’ a ‘woman,’ or a more gender-neutral ‘adult’” (Gordon and 
Lahelma, 2004, p. 81). Girls may engage better with teachers who possess 
attributes such as “personal warmth, caring and nurturing” (Davidson, Moore, 
Sloboda & Howe, 1998, p. 143). In music education, boys are given more 
substantive guidance in music than girls, which may suggest that girls are not 
seen as fit to handle the rigors of music making (p. 143). That girls are seen as 
less fit to handle such rigors could also suggest that girls are perceived as 
“predisposed” to the emotional aspects of music making, and thus music may 
come more easily to them. Indeed, each participant spoke of “nurturing” aspects 
of their gender that lent importance to their ability to do their jobs well. 
Gender stereotyping may be communicated in various ways, but a 
primary source is through the media. Kalof (1993) presented a study in which 
young male and female participants viewed a music video originally presented 
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on MTV. The video depicted a woman pursued by a male as she walked through 
an urban street scene. As the male sang to her, she continued to walk away, 
alternately showing interest and disregard. Participants were asked to interpret 
the behavior of the woman in the video. Women saw the female subject as 
“powerful” or “in control,” while male participants saw the woman as “playing 
hard to get” (p. 643). These varied views of femininity (vulnerable, submissive, 
powerful) may be a result of the viewer’s gender experience. Kalof found the 
results of the study reinforced traditional gender roles and “may exacerbate the 
continued exploitation of female sexuality” (p. 648).  
In a 2004 study, Massoni sought to answer the question of how adolescent 
girls viewed their place in the working world and the careers available to them. 
Using Seventeen, a popular magazine aimed at 14- to 17-year-old girls, Massoni 
(2004) looked at messages regarding vocations in a series of issues, isolating any 
mention (textual or pictorial) that “reflected gendered occupations” (p. 52). 
Although this was a magazine directed at young women, it was found that men 
“dominated the landscape” of career possibilities. The implication was that men 
held the powerful positions in the working world (p. 58), while women were 
portrayed in positions related to beauty and service. Massoni also noted concern 
that girls would not aspire to jobs of a higher, more professional stature if those 
representations were not aimed equally at them (p. 63). Through socialization, 
people develop an understanding of the “standard” of gendered expectations: 
what constitutes male and female attributes (West & Zimmerman, 1987). Babcock 
and Laschever (2003) point to the following descriptors as expectations for each 
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gender: men are presupposed to be assertive, ambitious, dominant, and self-
centered; women are presumed to be pleasant, nurturing, and sensitive (p. 62).  
Gender perception and its relationship to society remains a very powerful 
barrier to the ways that women pursue positions of power. Through 
socialization, women learn early what the expectations are for their behavior and 
that positions of power are not automatically open to them, be it President of the 
United States, CEO, or leading a musical ensemble.  
Gender Stereotypes in Music 
Bennett Reimer (2003), in A Philosophy of Music Education, asked, “in the 
case of music, are musical experiences . . . different for females and males? Is it 
sex or gender that cause the differences?” (p. 54). Noted jazz musician Cassandra 
Wilson apparently thinks men and women experience music differently “because 
there’s male and female, there are two distinct ways of approaching things, ways 
of knowing, ways of dealing with the music” (Enstice & Stockhouse, 2004, p. 
350). Conversely, some women jazz musicians feel that gender is irrelevant to 
what they do as musicians but concede that the stereotype is such that even 
female directors exhort the women they direct to “come out the gate burning!” 
(Suzuki, 2014, p. 7).  
Osborne’s (1997) investigation into the hiring practices of the Vienna 
Philharmonic revealed the assertion of many musicians in the orchestra: women 
create a different sound than men, “not necessarily inferior, just different” (p. 3). 
This is an ensemble that clings unabashedly to what it considers a “[male] 
emotional unity” considered vital to the ensemble’s musical embodiment (p. 2). 
 
 
 
61
 
A schoolgirl asked the director, Werner Resel, why she saw only men in the 
orchestra and was told, bluntly, the "Vienna Philharmonic is an orchestra of 
white men playing music by white men for white people" (Resel, 1996 as cited in 
Osborne, 1997, p. 3). McClary (1991) observed that women have been kept from 
equal musical participation due to lack of “training and professional 
connections” and the seeming inability to measure up to musical standards set as 
masculine (p. 18). Yet when women produce music deemed masculine, or in a 
masculine manner, they risk being seen as unfeminine (Bartleet, 2003, 2008a, 
2008b; Cheng, 1998; Eaklor, 1994; Gould, 1996, 2005; Green, 1997; Jackson, 1998; 
Jagow, 1998). Indeed, the blues format provided a way for women such as Ma 
Rainey and Bessie Smith to be creative and powerful while negotiating a genre 
that held women as marginalized (McClary, 2000). 
The very act of participating in music (as performer or observer) has long 
been considered one of a feminine nature, but also an endeavor in which men 
hold a great deal of power (Buscatto, 2010; Campbell, 2003; Green, 1997; Koskoff, 
1989; McClary, 1991). In many cultures, the performance of and/or participation 
in music are heavily dictated by gender (Auerbach, 1989; Boyle, 1997; Green, 
1997; Shehan, 1987). Instruments and their uses in various cultures are also 
regulated according to gender (Auerbach, 1989; Green, 1997; Koskoff, 1989; 
Shehan, 1987). Conversely, in the late 19th and early 20th centuries, as women 
began to participate in a cultural life previously denied to them, some men 
struggled to engage in musical activities—either as performers or audience 
members—because these activities came to be considered “feminine” (Campbell, 
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2003).  
In the early 20th century, as women began to move into the public eye 
seeking education, voting rights, and employment, the beginnings of feminist 
activity made their way into history (Macleod, p. 291). This included the area of 
music. If women wanted recognition as musicians, they had to limit their talents 
to certain “feminine” instruments, such as piano, violin, and voice; however, 
women were recognized for having a special temperament for music, apparently 
due to their physiological ability to “display more affect than men” (p. 292). The 
main complaint about women playing certain instruments had to do with size. It 
was simply not acceptable to see a woman contorting her body in “unfeminine 
ways” around a tuba or cello, lest she create intense discomfort or arousal for the 
male members of the audience.  
Green (1997) posited that gender is an inherent part of the way that music 
is meaningful; a female who plays an instrument, for example, is “an 
interruption to patriarchal definitions of femininity” (p. 101). Citron (2000) 
viewed another conventionally male-dominated field, composition, as an area 
where the woman composer has largely been socialized in the company of men 
and likely identifies in many ways with male mentors and colleagues and with 
customs and traditions that grow out of expectations and experiences with men” 
(p. 156). Toward the end of the 19th century, critics derided the idea of women 
writing music, claiming their emotional state handicapped them in two ways: the 
inability to be an objective participant and to handle rejection, areas where men 
were seemingly genetically predisposed (Neuls-Bates, 1996, pp. 207-208). 
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Macleod (2001) posited that the field of music was similar to other 
professions in which women participate: women are first judged as successful 
based upon “gender expectations” rather than ability (p. 20). McKeage (2004) 
studied young women who participated in high school and college jazz 
ensembles. Jazz is an arena where “women must negotiate a place within a 
traditionally male-dominated community” (McKeage, p. 354). While 52% of the 
women surveyed played in jazz bands in high school, only 14% continued in 
college (p. 349). Participants cited various reasons for not continuing: lack of 
experience or confidence, playing an instrument not considered traditional in 
jazz, and a fear of improvising. Several mentioned experiencing greater comfort 
in performing with a more traditional ensemble (p. 354). Goodrich’s (2005) study 
of 18 students in a high school jazz ensemble included three female student 
musicians. While aware they were in the minority, each was determined not to 
let that dissuade her from participation. A woman coaching for the ensemble felt 
one reason there were few girls in high school jazz bands was that many were 
primarily concerned with how they would look in front of male peers. She was, 
however, “never discouraged from playing jazz,” adding, “I related better to 
guys at that age” (p. 202).  
For many women who perform, having a strong-willed attitude 
(especially in the field of jazz) does not prohibit discrimination, no matter how 
obvious or subtle. When asked about her experiences with gender issues as a 
professional musician, saxophonist Jane Ira Bloom noted,  
It’s a matter of covert discrimination. It’s not spoken. That’s what’s 
so insidious about it. It’s the phone calls you don’t get. It’s the 
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things that are never spoken in front of you, but you wonder why 
you never got the opportunities.  (Enstice & Stockhouse, p. 9)  
Noted jazz drummer Allison Miller was taught by her male teacher to 
assimilate the male characteristics of the jazz world: “I learned how to curse like 
a sailor, volley and one-up sarcastic insults with precision . . . my sexist vulgarity 
quickly surpassed the boys.” Later she became uncomfortable with that behavior 
as she became comfortable with her identity as a woman. “I’m at home in the 
jazz and feminist communities. They aren’t so separate for me now. I can exist 
happily in both—and I need them both to exist” (Huffington Post, Feb. 2013).  
Instrument Gender 
Imagine what an ungainly sight it would be to have a woman playing drums, fifes, 
trumpets or other instruments of that sort; and this is simply because their stridency 
destroys the sweet gentleness which embellishes everything a woman does.  
(Castiglione, 1528, The Book of the Courtier) 
     
One area where gender perception is most strong in music is the 
stereotyping of musical instruments (Dibben, 2002). Since the Renaissance era, 
musical instruments have evoked gendered expectations (Neuls-Bates, 1982). 
Multiple studies (Abeles, 2009; Abeles & Porter, 1978; Conway, 2000; Cramer, 
Million & Perrault, 2002; Doubleday, 2008; Graham, 2005; Harrison & O’Neil, 
2000; Sinsabaugh, 2005; Zervoudakes & Tanur, 1994) confirm that musical 
instruments evoke gender and prompt stereotyping and instrument choice. In a 
historical study of gender and instrumental music, Macleod (1993) reported that 
the instruments that women chose to play had not changed considerably 
between 1900 and 1980.  
Abeles & Porter (1978) created a survey asking parents to choose 
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instruments for either their fifth-grade son or daughter. Results indicated that 
participants preferred flute, violin, and clarinet for their daughters and 
trombone, trumpet, and drums for their sons (p. 67). Conversely, Abeles & Porter 
also conducted a survey of students (Kindergarten through Grade 5) asking them 
about their preference for particular instruments. There were no discernible 
differences in preference until Grade 3, when the authors surmised students 
were more likely to witness orchestral instruments being played. Abeles and 
Porter found that upper-level elementary students associated a gender with 
certain instruments. The flute, clarinet, and violin were considered the most 
feminine, while trumpet, trombone, and drums were deemed most masculine. 
While inroads have been made to encourage women to play any 
instrument, the stereotypes of masculine vs. feminine instruments still prevail 
(Abeles, 2009). Certain instruments are seen as masculine or feminine 
(Zervoudakes & Tanur, 1994). Buillone and Lipton (1983) surveyed high school 
musicians who categorized each section of the orchestra as having distinctly 
masculine or feminine characteristics: brass and percussion were identified as 
most masculine while strings and woodwinds were characterized as feminine. 
Cramer, Million, and Perrault (2002) examined gender stereotyping and 
perceptions of musicians, taking note that “gender stereotypes serve to represent 
our socialized expectations of both male and female-appropriate behaviors, 
emotions, occupations, and roles” (p. 165). Results indicated musicians were 
judged based on the instrument they played, rather than their gender. Notable is 
the finding that men who played feminine instruments were considered more a 
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threat to gendered role expectations than women who played masculine 
instruments. MacLeod (1993) found that though sometimes ridiculed for playing 
certain masculine instruments, women have been credited with an ability to 
easily evoke emotion in music because it was “inherent in their very being” (p. 
292).  
Counter to instrument gender findings, Harrison and O’Neil (2000) 
studied the preferences of children who viewed demonstrations of males playing 
feminine instruments and females playing masculine instruments. Results 
indicated no increased preference for an instrument due to reverse role models. 
In an unusual study, Johnson and Stewart (2004) surveyed band directors who 
taught beginning band and chose instruments for students based upon the sex of 
the student, via visual or textual representation. Results indicated that knowing 
the sex of the student did not affect how the teachers assigned instruments. 
Descriptions of physical attributes of the students were more important to the 
band directors—they wanted to best pair students with an instrument that the 
students would be physically capable of playing, accounting for attributes such 
as height and if the student had braces. 
In a follow-up study, Abeles (2009) concluded that instrument preference 
among music students had not changed much since the 1970s (p. 135). 
Interestingly, while girls displayed a strong interest in drums, for example, few 
actually played them. Abeles conceded a myriad of factors that seemed to 
influence a student’s choice of instrument beyond instrument gender: family, 
peer and teacher influence, the size of the instrument and its sound––to one 
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degree or another each determined what type of instrument the student chose.  
A female student interviewed in the Goodrich (2005) study stated that by 
playing a baritone saxophone, she was proving her ability to play a large 
instrument. She thought that might also be the reason why, of the few fellow 
young women she saw at jazz festivals, there seemed to be more of them playing 
that instrument than any other.  
Researchers suggest that sex stereotyping of musical instruments can 
hinder the aspirations of female students who wish to pursue careers as 
professional musicians (Abeles, 2009; Griswold & Chroback, 1981; Suzuki, 2014). 
Similar to the expectations of what instruments men and women can and should 
play, we have assumptions about how our musical leaders should look and act. 
Women in Instrumental Ensembles 
Equally challenging for women has been becoming a member of an 
orchestra or band. During the early 19th century, it was feared that the addition 
of women to a male-dominated ensemble would create a host of problems, from 
sexual distraction to accommodations. Further, there was the misguided 
perception that a woman simply could not endure hours of long rehearsals and 
performances (Macleod, 2001, p. 15; see also Jagow, 1998). “[Women] are not 
strong enough to play [wind instruments] as well as men. They lack the lip and 
lung power to hold notes which deficiency makes them always play out of tune” 
(Kerker, 1904, in Neuls-Bates, 1996, p. 203).  
During the 20th century, the number of women instrumentalists 
continued to rise, but occasions to perform did not—society viewed women who 
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performed professionally as “improper and unbecoming” (Groh, 1991, p. 4). As a 
result of such exclusion, women took control and formed their own ensembles. 
Many of these groups flourished during the late 19th and early 20th centuries, 
not because they were comprised of good musicians, but because they also 
attracted the interest (or disbelief) of those fascinated by an all-female group. 
Women who played instruments previously seen played only by men were 
considered prime entertainment, and as such, the women featured played up 
their physical attributes, somewhat begrudgingly. Women were compelled to 
play above expectations and had to look good doing it (Macleod, 2001).  
Jagow (1998) studied women’s participation in orchestras as conductors 
and performers, from the 19th century to 1998. In the United States, women’s 
perceived lack of ability to play instruments led to the creation of all-female 
ensembles. Established in 1867, the Vienna Ladies Orchestra was organized to 
feature women who were shut out of opportunities to perform. The Fadette 
Women’s Orchestra followed in 1888, and the Los Angeles Women’s Symphony 
in 1893. In 1903, the musicians’ union finally admitted women to orchestras after 
it merged with the American Federation of Labor (p. 128). Despite the merger, 
some orchestra leaders and members alike were less than happy. One male 
orchestra musician stated, “If she is attractive I can’t play with her and if she is 
not, I won’t” (Jagow, p. 128). Male orchestra members were convinced women 
were not physically capable of enduring long rehearsals or performing difficult 
music (Neuls-Bates, 1996; Jagow, 1998). There was, however, some support for 
women who sought to play in an orchestra. Following the musicians’ union 
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decision to admit women, the door opened for orchestras to hire women, and a 
few influential men welcomed the idea. Nahan Frank, concertmaster of the New 
York Opera, stated, “More women will take up music now that they can become 
professionals on equal standing with men” (Neuls-Bates, 1996, p. 203). Leopold 
Stowkowski, conductor of the Philadelphia Orchestra, proclaimed not 
considering women for orchestra positions “a waste of splendid power” (Jagow, 
1998, p. 131). Women musicians were cautiously optimistic: “The chances are 
that we will be called upon to take the men’s places when we can do so, and this 
means a broadening of our field” (p. 204). 
During World War II, established orchestras hired women to fill positions 
vacated by men who had gone to fight. As a result, many of the orchestras that 
women had created in order to perform disbanded as they gained part-time 
positions in “mixed orchestras” (Pendle, 2001, p. 359). In 1945, the Boston 
Symphony became the first major orchestra to hire a full-time female musician, a 
harpist (the Vienna Philharmonic followed suit, some 52 years later, when they 
hired their first female musician, also a harpist).  
Male and female membership in professional orchestras continues to be 
skewed toward traditional instrument roles (Cramer, Million & Perreault, 2002). 
The higher profile the orchestra (i.e., the larger the budget), the lower the number 
of women on their rosters. Data from the 1996-1997 season revealed the “big 
five” orchestras (Boston, Chicago, Los Angeles, New York, and San Francisco) 
“had 28 percent women players” (Pendle, p. 360). Data from the 2018-2019 
season for the same orchestras showed that over the course of two decades, the 
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number has risen to an average of 39% women musicians (Los Angeles 
Philharmonic, 2019; New York Philharmonic; Chicago Symphony, 2019; San 
Francisco Symphony, 2019; Boston Symphony, 2019).  
The number of women leading orchestras as conductors is even smaller. 
These data seem to indicate that the orchestra remains, culturally, an 
organization that will continue to be led by men. Almendinger and Hackman 
(1995) reported, “men . . . worry that the high status of their profession will be 
compromised by the entry of women,” and they may be “challenged by new 
ways of thinking and acting by people who are perceived to be ‘not like us’” (p. 
426).  
Orchestras are often perceived as elite societies; they are groups to which 
entrance is gained only after passing an audition and demonstrating exceptional 
skill. Yet, for women who have exceptional skill and pass an audition, gaining 
acceptance among colleagues in the ensemble can be an additional “audition” 
that they may not completely pass. Trombonist Abbie Conant endured 
extraordinary gender discrimination at the hands of the Munich Philharmonic. 
After winning the first trombone position via blind audition and holding that 
position successfully for a year, she was remanded to second trombone, which 
meant more work for less pay. When she pressed for a reason, she was told, 
“You know the problem, we need a man for the solo trombone” (Osborne, 1994, 
p. 3; see also Osborne, 1997). After 13 years of litigation and humiliation, she was 
awarded back the post she had rightfully won but chose instead to accept a full 
professorship at a conservatory (p. 12).  
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In the arena of conducting, women who “pass the audition” and earn their 
way to the podium still find themselves trying to earn their way to acceptance. 
This is a barrier that, for male conductors, seems not nearly as monumental.  
Women and the Role of Conductor 
You do have to lead, [but] it’s how you go about it. But it’s stupid to imitate a 
male, to become a token male. Because when women behave as men, they are read 
differently, with more resentment. 
(Hodgson, 1999, p. 78)  
 
During the 17th to mid-18th centuries, the leader of an ensemble was 
usually the keyboardist, who raised his hands when necessary to conduct. 
Toward the end of the 18th century, this responsibility then alternated between 
the keyboardist, who kept time, and the first violinist, who guided the musicians 
as to dynamics. During the 19th century, however, the expansive musical style of 
the Romantic era required that a person be installed at the front of an ensemble 
in order to navigate changes in tempi and provide interpretation. The modern 
conductor was born (Macleod, p. 31).  
The position of conductor evolved into “an authoritarian figure, whose 
superior wisdom and experience were unquestioned. A strong ego was a 
necessity because the conductor had to be convinced he was always right” 
(Cheng, 1998, p. 1). Lebrecht (2001) painted a further elevated picture of the 
conductor as “a mythical hero . . . artificially created for a non-musical purpose 
and sustained for commercial necessity” (p. 1). Among the reasons Lebrecht gave 
for the lack of women on the podium is the strident assertion that “conductors 
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. . . are dismissed as frauds once they seem to act out of character. Unable to play 
a role and unable to be herself, a woman conductor has no place on the podium” 
(p. 262).  
Bartleet (2003) discussed the fine line that women must straddle as they 
seek to project a style of musical leadership without “desexualizing themselves 
and conforming to a male-oriented paradigm in their dress, gestures, behavior, 
leadership styles and familial commitments” (p. 228). Paula Holcomb, director of 
bands at State University of New York, Fredonia, recounted the conflict in 
balancing her own feminine identity with the “masculinized demands” of the 
podium; “I have to bring my integrity to the podium, not the integrity of a man 
in his style” (p. 230).  
In a later study of 17 women conductors from the United States, Australia, 
and the United Kingdom, Bartleet (2008b) found that women have differing 
views about handling the idea of gender representation when conducting. Some 
felt that being a woman conductor warranted “retraining ourselves in order to be 
the figure of authority,” while another suggested that it was important to 
incorporate both “masculine and feminine . . . we both have to be everything” 
(pp. 43-45).  
In her essay, “The Beauty Myth,” Naomi Wolf asserted that the idea of 
beauty was a “currency system . . . determined by politics . . . that keeps male 
dominance intact” (1991, p. 3). Bartleet (2008a, 2008b), Gould (2005), and Citron 
(2000) addressed the politics of “otherness” in conducting. Green (1997) 
discussed the female instrumentalist as “interruptive” to the “filter of 
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masculinity through which we listen” (p. 56).  
During the early 20th century, many Americans flocked to see not the 
featured soloist with the orchestra, but its conductor. Many of these celebrity 
conductors were from Europe, recruited to lead noted orchestras in the United 
States (Macleod, 2001, p. 33). The image of the male conductor on the podium, 
hair flowing, gesticulating with wild abandon, became ingrained in patrons and 
members of orchestras. This powerful image of authority has been the most 
difficult to accept as women have sought entrance into this “club.” Gould (2003) 
contended that “the gestures of conductors deliberately convey meaning to 
musicians and audiences alike,” but it is the conductor who is often most 
animated who draws the attention of the audience (p. 6).  
Elkins (2008) chronicled the careers of six historically important women 
conductors: Margaret Hillis, Sarah Caldwell, Antonia Brico, Judith Somogi, Ethel 
Leginska, and Gena Branscombe, and the various issues they faced as they 
sought to become known first for their musical prowess, and second for gender. 
Leginska and Brico each led various ensembles—comprised of men and 
women—in the United States and Europe. As the newness of seeing women on 
the podium wore away, so did the opportunities. Women who wanted to 
conduct were faced with giving it up entirely or leading choral and opera 
ensembles, where acceptance was more easily gained (Pendle, 2001, p. 361).  
Brooks (1996) recounted the various elements of ostracism endured by 
Nadia Boulanger as she sought to “negotiate a culture unwilling to accept female 
conductors” during the 1930s (p. 93). While at the Mannes School of Music, 
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Buffalo Philharmonic and Virginia Symphony music director JoAnn Falletta 
revealed that she wished to pursue conducting: “[The faculty] told me, in the 
kindest way possible, that women didn’t conduct, except in choral music”, she 
said (Macleod, p. 146). Baltimore Symphony music director Marin Alsop 
“repeatedly applied to Julliard’s conducting program and repeatedly got 
rejected” (Alsop, 2013, p. 1). A former protégé of Leonard Bernstein, Alsop is less 
interested in being known for her gender than for leading an orchestra effectively 
and musically. As conductor, she knows that her role is one of authority, but also 
that the audience is “not conditioned to see a woman as the ultimate authority 
figure” (Tommasini, 2007, p. 1).  
Tindall (2005) interviewed several women conductors including Falletta, 
who reported that creating a career was not as bleak a prospect as before: women 
are more visible on the podium (especially in the United States); salary scales 
have become almost on par with men and according to Falletta, “musicianship is 
now the focal point” (p. 2). Notably, Susanna Malkki was recently named 
principal guest conductor of the Los Angeles Philharmonic; Mirga Gražinytė-
Tyla is now music director of the City of Birmingham Symphony, and Anu Tali, 
founder of the Nordic Symphony Orchestra also leads the Sarasota Orchestra. 
Malkki chooses not to make her gender a focal point: “I have my training as an 
instrumentalist and a musician, and when I started conducting that was the base 
I built on. All that knowledge is non-gender-related” (Gelt, 2016, p. E4).  
Feather (1980), Gould (1996, 2001, 2003, 2005), Jackson (1998), and McElroy 
(1996) each studied the imbalance of women to men who conduct bands at the 
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collegiate level and the issues they must address in order to be successful. Some 
of these issues included being judged “incompetent” until proven otherwise; 
choosing between career and family (Feather, p. 17); the importance of role 
models (Gould, 1996); remembering that what makes a good conductor has 
nothing to do with gender; developing resilience and an ability to depend on 
oneself (Jackson, 1998). The position of conductor remains a gendered entity: 
“What we will accept on paper or through the performance of voice or 
instrument cannot be easily accepted in the female persona of conductor” 
(McElroy, p. 141).  
Anderson (2010) presented a case study of Barbara Buehlman, an icon 
within the history of band directors. Her path to success on the podium was rife 
with obstacles because of her gender, beginning with the first ensemble with 
which she performed: rules stipulated that while girls could be members of the 
band (and had to provide their own instruments), they could not perform in 
public with the band (p. 76).  
Lamb (1996) discussed music students’ anticipation that the directors they 
encounter at a university will be male––that a woman “is a piano teacher, not a 
conductor” (p. 128). If a woman is going to be in a position of musical authority 
and create further distraction by challenging preconceived notions of what it 
means to conduct, she can “leave herself vulnerable to judgments of 
incompetence as well as student resistance” (p. 128).  
Graeves-Spurgeon (1998) and Sears (2010) chronicled the experiences of 
women high school band directors and found that women reported being subject 
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to various stereotypical assumptions: being told that being a band director was 
not compatible with being a mother and wife, not being taken seriously, and 
having to work twice as hard as their male counterparts. In addition, some 
participants reported discrimination in hiring practices. Over half of the 28 
women profiled in the Graeves-Spurgeon (1998) study reported superior ratings 
at area festivals, indicating that they were running programs of a high caliber (p. 
58). In the Sears (2010) study, some participants were wary of positive changes 
occurring for women at the high school level. A few offered that the position of 
band director is so demanding they understood why more women were not 
investing themselves in such a career when the drive to have a family is strong 
for many potential female band directors (p. 203). Sears (2014) explicitly stated, 
“The culture of masculinity in band directing restricts access for women seeking 
secondary positions and influences the ways female conductors construct 
identities” (p. 5). The culture of band directing, as the culture of bands, carries 
with it roots from the military (Allsup & Benedict, 2008; Furman, 2012; Gould, 
2003; Jackson, 1998). Perhaps the most obvious commonality is the conductor: as 
leader of a large group, the conductor is the highest “ranking officer” to whom 
the ensemble defers all musical judgment, beyond technical ability to play their 
instruments.  
There are few studies that address the issue of gendered experience and 
the woman university band director. It is my intent that this study will be of 
interest to those in music education who wish to address the issues of gendered 
experience.  
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Role Models 
A young woman may see a musical role model as a symbol to be emulated 
and thus be encouraged to take on music as a profession. The classical world 
enjoys less exposure to strong women musicians than does the pop world, 
possibly for two reasons: first, there are more women playing instruments 
deemed “feminine,” such as the piano or flute (see Abeles and Porter, 2009); and, 
second, orchestral musicians are trained to be part of a large ensemble and not as 
soloists. Leading women classical musicians such as violinists Anne-Sophie 
Mutter and Midori Ito, clarinetist Sabine Meyer, and percussionist Evelyn 
Glennie are a few noted classically trained musicians who enjoy moderate 
exposure. Students who encounter these women likely know about them due to 
direction from private teachers and/or recordings. In other words, they are not 
likely to learn about such women on popular culture outlets such as American 
Idol.  
For young women interested in conducting, Marin Alsop is the most 
notable of a small group of women who lead professional orchestras. She created 
the Taki Concordia Conducting Fellowship to provide opportunities for young 
women who are beginning their conducting careers. Maestra Falletta is a noted 
advisor for those interested in the conducting profession, leading conducting 
seminars for young women. Alsop and Falletta were mentored by influential and 
established conductors Leonard Bernstein and Jorge Mester, respectively. This 
proved important to their development. Mester’s interaction with Falletta was 
important because he was able to understand and adjust her physical gestures 
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and demeanor (which did not initially reflect confidence), knowing these were 
crucial to her success on the podium (Macleod, pp. 146-147). This is supported by 
Bernier, Larose, and Soucy, (2005), who found that mentors were most effective 
when working with students who reflected opposite personality traits.  
Haack (2006) discusses the importance of mentorship, not only to the 
mentee but also to the mentor. Beyond confirmation of ability, it is vital to “help 
accomplished and respected professionals see themselves the way others do” (p. 
62). Conway and Holcomb (2008) looked at the perceptions of music teachers as 
mentors, also finding that some mentors needed mentoring themselves, in the 
form of peer support and interaction. Gould (1996) studied the importance of 
role models for women band directors and found that some women resist the 
idea of being a role model because it represents being part of a hierarchy (“hero”) 
that they do not want to replicate (p. 65). Grant (2000) looked at gender-specific 
role models for college band directors, finding that the gender of the mentor was 
less important than strength of musicianship (p. 133).  
Women in the Academy 
Women who aspire to teaching and/or leadership roles within the 
academy may face a negotiation of their teacher identity in ways that men do 
not. One area highlights the delicate balance of gender perception with authority: 
women report having to acquiesce to students and colleagues alike as they try to 
retain a sense of who they are while managing a classroom and exercising the 
authority that goes along with it. Paludi and Denmark (2011) detailed the myriad 
of “phantoms and obstacles” that create havoc for women professors. Among 
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these are issues of compensation, workload, longer time required for promotion, 
ethnicity, exclusion, family obligations, and lack of mentoring (pp. 45-59). Acker 
and Armenti (2004) reported the health issues women described when working 
to balance professional obligations with family obligations and the fact that their 
places of employment demonstrated little to no understanding of such 
difficulties (pp. 9-10).  
Kierstad, D’Agostino, and Dill (1988) reported that women who teach at 
the university level often walk a fine line between their gender perception and 
the role of professor. Students may perceive women as “warm, friendly, 
supportive . . . yet professionals are supposed to be objective, authoritarian, and 
critical (p. 342). Kaschak (1981) studied the evaluations by 80 students of three 
female and three male teachers in “traditionally masculine, traditionally 
feminine, and relatively non-sex linked areas.” Female professors were viewed 
more favorably when they appeared in traditional gendered roles. In a study 
from 2001, Carson reported similar results; women teachers felt that respect was 
afforded to males automatically, whereas women described having to work 
harder to gain respect in the classroom, especially if they were closer in age to the 
students they taught (p. 342-343). In order to gain positive student evaluations, 
women teachers had to be careful of (or refrain altogether from) setting an 
authoritative tone in the classroom lest they be considered “bossy” or “shrill” (p. 
342).  
Koza (2005) forcefully described the arena of music education as “toxic,” a 
place where women are faced with “roadblocks, roads not taken and regretted, 
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roads taken and regretted, exclusion, censure, and pain” (p. 189). Koza (2005) 
and Sheldon and Hartley (2012) cited the idea that, to be viewed as professional 
(and thus valued), women work longer hours and/or take on more work than 
may be required for their jobs, a gendered expectation. Often, women who do 
not participate are ostracized or not considered for important positions or 
promotions. Some women have found the need to negotiate the conflicting roles 
of tenured professor and mother (see Ropers-Huilman, 2000; Bailyn, 2003; Biklen, 
1995).  
Studying six women in community college teaching positions, Lester 
(2008) looked at the concept of gender in the workplace and its effect on identity, 
finding that for women who taught in non-traditional areas such as welding and 
architecture, the identity displayed at work differed from the persona taken on in 
situations outside of work. Further, identity was constructed in order to 
negotiate the leadership role of instructor and to survive gendered expectations 
of colleagues and students alike. Saunderson (2002) similarly found that, for 
some women, “old perceptions still exist” in the academy, creating conflict 
related to “self-perceptions between ‘self as woman’ and ‘self as academic’” (p. 
384). Dillabough (1999) reported that women often had to balance the 
expectation that teaching equals motherhood in order to appear as 
“professional” (p. 383). Trahan and Growe (2012) recounted that historically, 
women have been “enslaved in the role of babysitter, nursemaid, and librarian,” 
labels that the researchers asserted women have taken on willingly (p. 7).  
Women who hold positions of power within the academy face obstacles 
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similar to those faced by women in the field of business. Notable similarities 
include discrimination, stereotyping, a hostile environment, exclusion, and the 
struggle to balance career and family. For women who wish to move up the 
corporate ladder, this is a common problem. Women must act assertively in 
order to be taken seriously, but when they do they may be labeled in derogatory 
terms (“bitchy”) because their behavior runs counter to how women are 
“supposed” to act (Rudman & Phelan, 2008). Because women “do not fit the male 
stereotype of leadership,” they must somehow create a persona that allows for 
credibility and authority without abandoning their sense of self (Trahan & 
Growe, 2012, p. 326). Nelson and Burke (2000) also studied women in 
traditionally male positions of power: one remarked, “the hardest part of being a 
woman in charge of a men’s business was changing my own stereotype of 
myself” (p. 109; see also Ely, 1995).  
Summary 
The research presented in this chapter serves as important background to 
understanding the ways that women navigate paths to a career as a university 
band director, with primary consideration given to gendered expectations within 
music and music education, gender perceptions in society, music education, and 
academia. Research shows that women encounter a variety of obstacles when 
they take on careers traditionally perceived as for men. There was also 
investigation into experiences of women who conduct professional orchestras. 
There exists, however, little research that details experiences of women 
university conductors and the ways such gendered expectations play a part for 
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women who choose to conduct and direct bands at the university level. Finally, 
there exists little research that focuses on the culture of band directing, 
particularly significant as this is the culture in which women band directors must 
learn to survive.  
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CHAPTER THREE: METHODS 
The overt ideological goal of feminist research in the human sciences is to correct 
both the invisibility and distortion of female experience in ways relevant to 
ending women’s unequal social position.  
 
(Patti Lather, Getting Smart, 1991) 
 
The purpose of this study was to understand the ways in which three 
individuals, all of whom identified as women, university-level band directors, 
experienced gender in the social context of a college or university music 
department.  The study design used was a qualitative multiple case study 
format, relying on data from interviews with and observations of the 
participants, and reflections from the researcher on notes and data.   
Study Design 
Because the focus of this study is on the experiences of three women band 
directors at the university level, I used a collective case study design (Stake, 
1995). Yin (2009) defined case study as “an empirical inquiry that investigates a 
contemporary phenomenon in depth and within its real-life context” (p. 18). In 
this case study, the phenomenon investigated was the culture of band directing 
and the ways gender was experienced by women who conduct a band at the 
university level. Advantages of utilizing a case study design included being able 
to investigate and understand “multiple variations of potential importance in 
understanding the phenomenon” (Merriam, 2009, p. 50). A collective case study 
design is necessary when the researcher wants to study a phenomenon within 
and across settings (Baxter & Jack, 2008). In this study, I examined women band 
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directors in higher education settings. Each participant was its own case study, 
but I wanted to compare and contrast the gendered experience of the three 
participants. Because the participants were in three different locations but 
employed in the same position, a collective case study format was the 
appropriate choice. 
Participants 
Following approval of the protocols for this study by Boston University’s 
Institutional Review Board, participants were selected via criterion-based 
sampling. Merriam (2009) defines criterion-based sampling as a method by 
which the researcher creates a list of essential attributes vital to the study and 
then finds participants who fit such criteria (p. 77).  Criteria developed for the 
present study included: 
1. The participant identified as female 
2. The participant had a minimum of ten years’ experience as a band 
director and/or conductor  
3. The participant was degreed in conducting  
4. The participant was employed at the college or university level at the 
time of the study 
5. The participant conducted or had recently conducted instrumental 
ensembles 
I deemed it important for the participants to be degreed in conducting for two 
reasons: 1) this would show intent, that their focus was clearly on becoming a 
band director and, 2) they might reveal gendered experiences having 
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participated in a conducting program. In addition to these criteria, I attempted to 
cast the broadest possible light on the experience of gender through “maximum 
variation sampling” (Patton, 2015, p. 283), purposely choosing participants at 
different stages of their careers. By studying women band directors who were at 
different stages of their careers, I hoped to get a sense of what the gendered 
experience within the culture of band directing was like for early, mid and late-
career participants in higher education.  
Based upon review of the College Music Society Directory, my knowledge 
of current women university band directors, and recommendations from 
colleagues in the field of university-level band directing, I sent a hard-copy 
recruitment letter to a total of 22 women band directors in order to gauge interest 
in participation. Omitted from consideration were women band directors at 
community colleges. I wanted to focus on women who were band directors at 4-
year institutions for two reasons: 1) there are so few at that level and 2) Given the 
sources on patriarchal structure I examined (Bartleet, 2008a, 2008b; Gould, 2003; 
Green, 1997; Norman, 2010; O’Connor, 2014), I hypothesized that such a 
structure would be more strident within the academy, hopefully providing a 
richer assortment of data from which to study.  
Four individuals responded to the recruitment letter and stated they were 
willing to participate. After making initial contact with the four prospective 
participants, I inquired about, and compared teaching schedules. Three of the 
four agreed to participate; these three fulfilled the need for maximum variation. 
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The Women at the Podium 
Pseudonyms were assigned to each participant. Within this dissertation, 
participants are identified by the pseudonyms Erin, Melissa, and Jane. A brief 
description of each participant follows.  
Erin 
Erin was 39 years of age at the time of the study and the director of bands 
at a state university. She conducted the wind ensemble and symphonic band. She 
oversaw both the music education and instrumental areas, including placement 
of student teachers, juries, auditions, scholarships, and recruiting. In addition, 
Erin taught courses in music education, conducting, and wind literature. She also 
served on several committees and ran a summer conducting workshop. Since she 
had begun her career as a university band director within five years previous to 
this study, I characterized her as an “on the rise” conductor and clinician who 
was recently granted tenure. 
Melissa 
Melissa was director of bands at a large university. She had over 25 years 
of experience in music education (she did not wish to reveal her age). She 
supervised a substantial band program (this involved managing the directors 
responsible for each ensemble): wind ensemble, marching band, concert band, 
and symphonic band. She conducted the wind ensemble (considered to be the 
“top ensemble” at the school), taught graduate conducting, graduate seminar, 
and wind literature.  In addition, she appeared as a guest conductor at numerous 
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honor and all-state bands across the country. The school website described her as 
a widely-travelled guest conductor and clinician, highly respected amongst her 
peers, and recently promoted to full professor with tenure.  
Jane 
Jane was 65 and in her 37th year of teaching at the time of the study. She 
was the director of the marching band and concert band at a university in the 
mid-western United States. Additionally, she taught courses in music education, 
oversaw the wind instrument inventory, and was the co-coordinator of several 
clinics sponsored each year by the instrumental music department. She was 
responsible for placement of all student teachers and referred to herself as the 
“unofficial advisor” to all music education majors (Jane, interview, February 18, 
2015). An established conductor and clinician, I considered Jane the most 
experienced of the participants, as she was nearing retirement. 
Data Gathering 
Data for this study included transcriptions of interviews with each 
participation, my notes on each interview, and notes on observations of 
rehearsals for which the participant served as conductor.  Specifically, I 
interviewed each participant initially via phone or Skype communication 
software. I then arranged to conduct in-person observations of ensemble 
rehearsals led by the participants, and at that time, I also conducted an interview 
with each participant on the campus of the university or college where she was 
employed. Finally, I conducted follow-up interviews via FaceTime, Skype, 
 
 
 
88
 
telephone, or in person. A chronogram of all data collected from each participant 
is included in Appendix E.  
Interviews 
After the participants had given written consent and a mutually agreed 
time was determined, I conducted the initial interviews. As a valuable 
component of qualitative research, interviews provide “a basic mode of inquiry,” 
helping to confirm “an interest in understanding the lived experience of other 
people and the meaning they make of that experience” (Seidman, 2006, pp. 8-9). 
Overall, the series of interviews was based on Seidman’s three-interview structure, 
integral to the study of a phenomenon. Each interview was designed to help me 
understand a specific aspect of the participant’s experience in her field. The 
initial interview addressed circumstances of the participant’s experience; the 
second interview, which was conducted on campus, allowed the participants to 
recall specifics of their experiences; the final interview allowed the participants to 
reflect on what these experiences meant for them (Seidman, 2006, p. 17). Because 
of the addition of observation, this study used a modified version of the three-
interview structure and included questions related to the participant’s career 
history, job responsibilities, identity, identity negotiation, and gender 
stereotypes. All interview questions were open-ended, and each interview lasted 
between 60 and 90 minutes. Each interview was recorded (with permission of the 
participants) via digital recorder and later transcribed into text using 
HyperTranscribe software.  
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Observation 
Because of the participants’ rehearsal schedules, observations could be 
completed on a limited basis and so were considered a supplemental source of 
data. Observations of ensemble rehearsals directed by the participants occurred 
over the course of a two to three-day visit to their campuses.  
According to Merriam (2009), observation allows the researcher the ability 
to observe the participant in her natural setting, giving a “firsthand encounter of 
the phenomenon of interest rather than a secondhand account of the world 
obtained in an interview” (p. 117). Although the phenomenon of gendered 
experience may not necessarily be directly observable, the opportunity to view a 
woman leading an ensemble or coaching a conducting lesson still provided 
valuable information. While watching the participants interact directly with 
musicians or colleagues, different or separate behaviors occurred and became 
significant. My original plan was to observe each participant three times in 
multiple settings: rehearsal, conducting lessons, and performance. This plan was 
modified to fit the schedules of each participant and included observations of 
conducting lessons led by Melissa and Jane, one graduate seminar led by 
Melissa, one ensemble rehearsal conducted by each participant, and two 
performances by Erin. Each setting provided a different context in which to 
observe the participants’ personalities and social interactions. 
At the beginning of each rehearsal and conducting lesson, I was 
introduced by the participants as an observer to the ensemble or conducting 
student. My intent was to observe each participant’s conducting style, rehearsal 
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method, teaching style, and verbal communication with student musicians and 
colleagues, as well as how they responded to the participant.  
Prior to the start of each observation, I recorded the environment, time, 
and location. Because I wanted my focus to be on observing rather than writing, I 
used jottings, “a brief written record of events and impressions captured in key 
words and phrases” (Emerson, Fretz, & Shaw, 2011, p. 29). This method worked 
well because it meant I could take notes in a “shortened form” to help capture 
distinct moments quickly (p. 35).  
During observation, I looked for displays of behavior by the participants 
that conveyed gendered experience. I recorded any interactions that included 
characteristics such as: assertiveness, confidence, insecurity, negotiation, self-
deprecation, and collaboration, among others. I chose these characteristics 
because some are needed to be effective conductors (assertiveness, confidence, 
collaboration), while others may reveal a struggle of some sort (insecurity, self-
deprecation or negotiation). If there was an exchange between participant and 
student, who initiated the exchange? Were there differences in the interactions 
with male and female students? Was there a change in body language? If so, 
what kind of change was it? Did the pitch or volume of a voice change? If so, 
whose voice was it and how did it change? During rehearsals, I made note of 
how each participant presented themselves to the ensemble physically: what did 
they wear? How did they use their baton?  
Immediately after each observation, I quickly reviewed any significant 
events that occurred, wrote reflective notes on what I observed, along with any 
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questions I wanted to ask in the follow-up interview, where I also strove to get a 
sense of their impressions of the rehearsal, taking note of their tone, body 
language, and verbal responses.  
Data Organization and Analysis 
I created a folder for each participant; within it were my handwritten 
fieldnotes, interview transcriptions, analytic memos (Saldana, 2009, p. 33), 
interview protocol templates, and interest forms filled out by each participant. 
Transcribed interviews were imported into HyperResearch for coding and further 
analysis. I began analysis of data by reviewing my observation notes and analytic 
memos after each interview to inform subsequent interviews and observations. 
Once all interviews were transcribed, I reviewed data by immersing myself in 
the interview transcripts and observation notes.  
Coding 
 Saldana (2009) defines coding as “most often a word or short phrase that 
symbolically assigns a summative, salient, essence capturing and/or evocative 
attribute for a portion of data” (p. 3). In this study, I utilized what Saldana refers 
to as first and second cycle coding (p. 45).  The first cycle of coding involves 
looking at all data for the first time, using single words or phrases, while the 
second cycle of coding is when the researcher focuses on reorganizing codes, 
eliminating, condensing or combining as information is synthesized and theories 
are built (p. 45). The first cycle began before all the interviews were completed, 
using analytic memos. When an observation, interview, or review of my 
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fieldnotes brought forth something I felt was significant or that might prove 
significant later, I circled, highlighted or underlined the text, marking the 
material so I could easily find it later (Saldana, 2009, p. 17). With respect to 
observation analysis, I reviewed my fieldnotes to make sure I had captured both 
a broad and focused picture of the event. For example, I considered questions 
like: where was the event held? How many people were in attendance? Which 
type of observation was this? Rehearsal, seminar, or lesson? What music was 
being covered? What was the body language of both participant and student 
like? I then reviewed any added phrases or terms added to the margins or body 
of the notes. If applicable, I would check fieldnotes of an observation of a 
previous participant, checking for similarities or differences.  
 The first cycle of coding involved the application of In Vivo, Descriptive, 
and Process coding. In Vivo coding uses “the participant’s own language,” while 
Descriptive coding “summarize[s] in a word or short phrase . . . the most basic 
topic of a passage of qualitative data” (p. 70).  Process coding is used to 
document “simple observable activity” (p. 77).  The initial list of codes was quite 
large, 63 in total. I placed that list into HyperResearch and used it to code the 
transcribed data, generating a list of all codes with the total frequency for each. I 
studied the frequency list and considered which codes appeared most often, and 
how the frequency rates matched my fieldnotes. A coding process chronogram 
appears in Appendix F, and a codebook list with categories appears in Appendix 
G. 
 After the first cycle of coding was complete, I began the second cycle, 
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reviewing all data again, working to refine the first set of codes, combining and 
eliminating codes where necessary. I also began the process of looking for larger 
themes. I deemed a code “primary” when it was one I had previously noted (in 
my field notes), it had a frequency of 10 or greater, and was mentioned by all 
participants. I named a code “secondary” if it not only appeared in my notes, but 
its frequency was between 5 and 92. After compiling codes into primary and 
secondary groupings, I reviewed each code again. I labeled short, one to two-
word ideas as a code, and longer ideas, particularly ones that reflected a pattern 
or concept, as a potential theme (p. 36). As these data were reviewed and coded, 
themes began to emerge, so I relied less on the frequency of codes but more on 
discerning relationships between the code and the themes.  For example, I 
employed living within academia as a theme related to the code intimidation. 
During the second coding phase I continued to use descriptive and process 
coding. Themes deemed significant were those that emerged within interviews 
with all participants or that a participant revealed consistently throughout the 
interview process.  
 Initially, I intended the focus of this study to be on the process of identity 
negotiation by university women band directors. I wanted to understand if and 
how women who were successful in this position had to negotiate who they were 
when employed in a profession where men dominated the landscape. Table 1 
provides an example of coding, and Table 2 displays an analytic memo, taken as 
                                                
2 Upon review of the initial results from HyperResearch, the number 10 presented 
as a baseline for primary codes and 5 for secondary codes, so I concluded that the 
number of codes that fell in the range of each frequency showed consistency. 
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I began to make that shift in focus. Each example reflects a gendered experience 
by a participant. 
Table 1. Coding: In Vivo, Process, Descriptive  
 
Table 2. Analytic Memo 
Band Director Assumptions Memo 
So all my role models have been 
men—and the number of people that 
go, “you must know Paula Crider!” 
It’s the woman--or, “you must know 
Mallory,” you know? Hilarious! I find 
that kinda humorous (Melissa, 
interview, February 24, 2015).  
[On being asked to adjudicate] the 
director called me and said, “I’ve got 
my whole panel set but realized that I 
wanted some, I needed some more 
diversity on there. I know you’re 
BD culture – with men, the network of 
well-known BDs. Interesting that the 
assumption would be that she would 
know the noted women BDs – was she 
ever asked about knowing prominent 
male BDs? She worked or was mentored 
by several men BDs. Gendered 
expectation.  
Her assumption is telling – given he was 
blatant in saying that he needed 
diversity, then adding that he heard she 
was great. And she was ok with that – 
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Band Director Assumptions Memo 
great, I’ve heard great things, I want 
to bring you in to see what you can 
do.” And I don’t think I would have 
gotten a call if I weren’t a woman 
(Erin, interview, June 16, 2015).  
had to be ok? – because she needs to move 
up that ladder.  
 
 
Credibility 
When doing “traditionally staged research” (Richardson, 2000, p. 934), 
researchers typically seek to use triangulation as a way to establish that findings 
are cogent. Merriam (2009) defines triangulation as “using multiple sources of 
data [for] comparing [and] cross-checking data collected through observations at 
different times or in different places, or interview data from follow-up interviews 
with the same people” (p. 216); while triangulation of data was employed in this 
study, this definition assumes that there is a predetermined position from which 
we view the world being researched. This study was created to understand the 
ways in which women experience gender as they establish themselves in a 
typically male-dominated career.  
Crystallization. Richardson (2000) points to crystallization as a way to 
establish credibility when there are multiple ways of knowing and 
understanding, multiple vantage points “from which to view the world” (p. 934). 
Further, crystallization implies the ability to “grow, change, alter, but not [be] 
amorphous. What we see depends upon our angle of repose” (Richardson, 2000, 
p. 934). Ellingson (2009) refers to crystallization as a way to “combine multiple 
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forms of analysis and multiple genres of representation into a coherent text”     
(p. 4).  
In the present study, crystallization occurred by weaving together the 
perspectives of three different women university-level band directors, along with 
my interpretive perspective. Although I currently identify myself as a secondary-
school band director, that was not my intended career. I intended to become a 
professional performing musician, and I may have a different experience of 
gender and identity negotiation than the participants in this study. Nonetheless, 
my experience and background influence the perspective I bring to 
interpretation.  
Member checks and face validity. Merriam (2009) defines member checks 
as a means of enhancing credibility, in which researchers “take preliminary 
analysis back to some of the participants and ask whether” the researcher’s 
“interpretation ‘rings true’” (p. 217). In this study, I completed member checks 
via email, phone, Skype and FaceTime, and in person. I asked not only about the 
accuracy of information gathered via interview and observation, but also my 
point of view on that information.  
Lather (1986b) suggests that face validity “needs to be seen as much more 
integral to the process of establishing data credibility” (p. 5). Face validity is 
based on a “recycling [of] description, emerging analysis, and conclusions back 
through respondents,” and “provides a ‘click of recognition’ and a ‘yes, of 
course’ instead of ‘yes, but’ experience” (p. 271). As each participant verified the 
transcripts of her interviews for accuracy, each also included commentary which 
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became integral to the data analysis, providing me with more information than if 
they had simply offered a “yes or no” response to the accuracy of the text.  
The use of face validity in this study created reciprocity, where “the 
researcher moves from the status of stranger to friend and thus is able to gather 
personal knowledge from subjects more easily” (Lather, 1991, p. 57). During the 
interview process, when appropriate, I spoke about my own experiences as a 
band director. I strove to approach each interview in a conversational manner, 
looking to establish a comfortable rapport as each revealed their experiences to 
me. By the end of each of the final interviews, I had established reciprocity with 
each participant. Their responses became more thoughtful and, in some cases, 
provided me with new data that were the product of not only comfort with me, 
but also reflection. Through face validity and reciprocity, I was able to gather 
perspectives and thus refine data based on the responses to transcripts provided 
by the participants. Their reactions created additional avenues for me to explore 
and to further understand and interpret findings related to their gendered 
experiences as university band directors. 
Transferability 
External validity refers to how the findings of a study are applicable to 
other circumstances (Merriam, 2009; Yin, 2009). Because this study involved only 
three participants, the findings cannot be generalizable to women university 
band directors as an entire group. My intent for the study was that, through use 
of rich, thick description, readers may determine if there is instead transferability 
of findings to their environment (Merriam, 2009). Transferability refers to 
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whether or not the findings of a study may be validated by the reader with 
regard to his or her experience. The use of rich, thick description “allow[s] 
readers to have a proper understanding of [the findings], thereby enabling them 
to compare the instances of the phenomenon described in the research report 
with those that they have seen emerge in their situations” (Shenton, 2004, p. 70).  
Summary 
This chapter serves as an overview of the methodologies used in this 
qualitative study, including study design, an introduction to the participants, 
and analytical procedures for data gathering and analysis. A collective case study 
was best suited for the research I undertook, which was to understand the ways 
three women have experienced gender within the culture of band directing while 
identifying as women, university band directors. The quote by Patti Lather that 
began this chapter represents an important aspect of my research: I wanted to 
learn about the ways the women band directors in this study fought to remain 
visible and honest in a profession that sometimes wished they would not. In the 
following chapter, I present the results of the data analysis, focusing on the 
primary themes, Identity and Living Within the Culture of Academia.  
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CHAPTER FOUR: “I'M NOBODY'S BOY, I'M NOT ANYBODY'S BOY” 
(Melissa, interview, February 24, 2015)  
  
The purpose of this study was to explore the ways three women who 
identify as university-level band directors have experienced gender, and how 
those experiences may (or may not) have played a part in shaping their careers. 
By using the lenses of role-identity theory, and doing-gender theory, the data 
presentation highlights the ways that these theories are supported or refuted. 
The chapter is organized in the following manner: presentation of research 
question #1, followed by material related to the culture of band directing and 
academia that emerged from interviews and observations, supported by quotes 
from participants.  
Research Question #1: In what ways did the women band directors describe the 
culture of band directing within the academic settings where they worked? 
The Culture of Band Directing 
For the participants of this study, navigating band culture was a source of 
tension (whether in the fore or background), particularly as a subset of the arena 
of academia, because in both academia and band directing men dominate the 
landscape. The participants described the culture of band directing as a clique, a 
cult, and a club that was exclusionary to women, but one that they felt has 
opened its doors—somewhat. Yet the concept of band culture is one that has not 
been explicitly defined, and thus before sharing data indicative of the 
participants’ experiences, it is necessary to describe this culture more fully. The 
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culture of band directing is mentioned in research (Allsup & Benedict, 2008; 
Fiske, 1997; Furman, 2012; Gould, 2003; Sears, 2014); when spoken of by band 
directors, it is a shared and known entity: the “culture of band directing.” But 
what is it, really?  
Allsup & Benedict (2008) referred to the “teaching tradition[s]” and 
philosophies within band culture as problematic for music education (p. 158). 
The “problems of band” include a culture that is beholden to a burden of 
tradition which allows for a doctrine aligned with “leadership, American 
competitiveness, efficiency, exceptionalism . . . and meritocracy” (p. 157). It is a 
culture invested in power and control, a byproduct of which is fear: students fear 
repercussions from their director (or peers) if they do not perform to standard, 
and directors fear embarrassment from their peers if their students perform 
badly (p. 165). It is shaped by men and the trappings of power, wherein one 
gender is the dominant force. Gould (2003) speaks to power in band directing via 
the “cultural context”: if viewed as socially constructed, power plays a primary 
role (p. 3). Gould asserts, “dominant groups occupy a valued, or subject position 
in society, while subordinate groups are devalued, or situated as Other” (p. 3). 
When viewed this way, the culture of band directing is (and perhaps continues 
to be) a community that favors men over women, remains rooted in a culture of 
fear, disseminated to varying degrees by the conductor or band director who 
reigns supreme.  
The culture of band directing has allowed women to be denigrated 
because of their gender rather than assessed on their musical ability; it is a 
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culture in which the “good old boy” network still has currency, where men in 
positions of power (college band directors, composers, professors) recommend 
other men to fill positions for which women may be qualified (Fiske, 1997; see 
also Sears, 2014). It is a culture which requires assimilation in order for an 
individual to be accepted. We can consider the women who, as described in 
Chapter 2, sought to work in coal mines (Lucas & Steimel, 2009), became boxers 
(Mennesson, 2000), wrestlers (Caesar, 2013), engineers (Jorgenson, 2002), coaches 
(Norman, 2010), and architects (Pogrebin, 2016); to be accepted, let alone 
successful, these women had to absorb the masculine trappings of these 
positions. Mead (1934) offers a setting from which one can argue that each of 
these cultures represent not only an arena of othering—spheres where males 
dominate the landscape and women must fight for acceptance—but also the 
generalized other—groups that “gives the individual his (sic) unity of self” (p. 154). 
Thus, these cultures represent places where women feel they not only want to 
belong but should belong. The culture of band directing is also one where males 
dominate, and women are often seen as inferior––conversely, band directing is a 
place where women see themselves as capable individuals.  
Within the context of this study, the culture of band directing represents 
the generalized other, the group to which women band directors must submit and 
negotiate. For example, Jane had to convince an inept honor band coordinator 
that she was capable of putting together a proper concert program; Melissa 
spoke of trying to work with a male music student who would not communicate 
with her the entire time he was in her ensemble; Erin talked about the double 
 
 
 
102
 
standard with regard to conducting attire; women band directors must look 
professional but also be mindful of commentary they may receive about what 
they choose to wear on the podium.   
Of band directing culture, Sears (2010) observed, “perhaps the problem 
with assimilation lies not in the feminine performance of masculinity in the 
workplace, but rather the underlying message that the masculine way is the only 
way of being in male-dominated professions” (p. 63). Indeed, a woman band 
director may find that her “gendered persona is regulated” –– by attire, and by 
use of male and female attributes (p. 187). Gould (1996) spoke to the idea of 
regulation in a broader sense, that “women adopt a contingency approach to 
careers. Based on the belief that they will be forced to handle many demands in 
their lives unrelated to work, women develop strategies for blending these 
various roles” (p. 182). Yet, because being a band director demands immense 
physical and emotional stamina, including working hours beyond a typical 40-
hour work week, it may not be a career conducive to women who also wish to 
take on familial roles, such as mother and wife (Graeves-Spurgeon, 1998; Jones, 
2010; Mullan, 2014; Sears, 2010). The participants in this study identified as 
women, band directors, teachers, and musicians; for each the added issue of 
negotiating band directing culture, particularly within the context of the 
academy, proved challenging, largely due to issues related to their gender.  
Though all participants experienced the culture of band directing as one 
that was skewed toward men, each had experienced gender bias that ranged 
from outright chauvinistic to covert as the interview excerpts that follow show. It 
 
 
 
103
 
was clear from the participants’ descriptions that they also regarded band 
director culture as a club that was not completely open to them. Because band 
directors are in positions of leadership, the expectation is that men, not women, 
direct bands. Yet, for those women who are band directors, they may, in fact, 
both do and undo gender: they may display characteristics associated with both 
genders, not only because women may feel compelled to display such attributes 
to prove themselves worthy, but because the reality of band directing, regardless 
of gender, requires a deft balancing of characteristics associated with both 
genders: assertiveness and control with collaboration and nurturing. The 
participants of this study displayed such a balance. 
Initially, Erin’s comfort level with being around men seemed to help keep 
her from experiencing discomfort with training to be a band director:  
Erin: It [band culture] was always a male thing and I didn’t think [it 
was unusual] me doing another thing with all the guys. I felt like I 
was kind of used to it. 
Megan: So it was not something that ever bothered you? 
Erin: It didn’t bother me. No. And it wasn’t until I started doing 
the college thing and started getting out and being around more, 
call it more professional conducting circles, I started to notice it 
more, there just weren’t many women doing it and (pause) I can’t 
really say that I have personally have been around like a negative 
vibe culture—I would say my experience of this sort of male-
dominated band culture is much more of men tip-toeing around it. 
Of men feeling like they’re not supposed to bring it up. (Erin, 
interview, November 10, 2014) 
This viewpoint seemed to reflect Erin’s awareness of a male-dominated 
band director culture, particularly at the university level, but Erin seemed 
uncomfortable with acknowledging that the culture sometimes rejected women. 
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Erin began to notice the disparity of gender within the band director culture 
while she was in her undergraduate program: 
There were other girls in the music ed program, but very quickly it 
was like, girls went elementary and choir and there was me and 
one other girl and all the guys in the instrumental area . . . it’s so 
funny to look back at it now, how stereotypical it was. (Erin, 
interview, November 10, 2014) 
Erin revealed a pointed experience with a colleague who, she felt, was treating 
her differently than her male colleagues:  
I have taken the way he [avoids] me and wondered, would he be 
doing this with me if I were a man? He has other [male] colleagues 
that he has more of an interaction with. . . it just seems to me that I 
should be in conversation about [music] we’re doing—in fact, I 
have asked him to and he has not been able to, for whatever 
reason. And I’ve often wondered if it is because I’m a woman. 
(Erin, interview, November 19, 2014) 
 
Melissa described the culture of band directors as having a “clique-i-ness.” 
Her description revealed the political aspect of becoming a successful university 
band director; she felt compelled to be part of the culture, for better or worse, in 
order to “climb the ladder.” “When you’re younger, everybody star chases, and I 
probably did, too, you gotta catch the star . . . [and] the better my job was, people 
would look at you differently” (Melissa, interview, February 24, 2015). Melissa 
was an established university band director with a solid reputation among her 
peers and in the field of university band directing. Despite this, she still felt that 
within the band directing community,  
“there’s just—levels. And there’s unspoken levels, like anything 
that’s subtle, right? I have great friends in the profession and all 
that stuff but I haven’t quite figured it out—and I don’t want to 
figure it out. It used to bug me, but I don’t have that. I don’t have 
my go to— nobody’s got my back, you know—people feel good 
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about you, but nobody’s got your back . . . I’m nobody’s boy” 
(Melissa, interview, February 24, 2015).  
I understood from this comment that she may have been reluctant to name 
outright the issue of gender in the band directing community, that she did not 
have someone in her corner to support her.  
Of the three participants, Melissa enjoyed the most visibility in the field, 
largely in relation to the stature of her school; the band culture in the area of the 
country in which she taught was especially strong. Her schedule included many 
guest-conducting appearances throughout each year; indeed, this was the 
substitute for publishing at her institution, and it also worked to garner publicity 
for her school and department. Yet for her, an underlying sense of second-class 
citizenship remained in the “unspoken levels” of the world of band directing.  
Living Within the Culture of Academia 
This category centers around the participants’ experiences within the 
academy. Academia as an institution is “deeply gendered” (Wharton & Estevez, 
2014). The culture of the academy contains a variety of barriers that women have 
to navigate differently than men (Paludi & Denmark, 2001), and for women 
university band directors, the culture of band directing contains its own set of 
barriers (Sheldon & Hartley, 2012). Because the culture of band directing can be 
found within the greater culture of academia, there is yet another set of “rules” to 
which women band directors should adhere—or not. Within each of these 
cultures, there exist gendered expectations: given the subject area (science and 
engineering, band directing), we may expect our professors and band directors 
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to be male. Participants confirmed navigating different sets of expectations 
within both the cultures of the academy and of band directing. The following 
sections outline both the experiences that each participant revealed about 
academic culture and the ways I interpreted the connection of those experiences 
to identity. 
Workload  
The responsibilities of band directors are many. In addition to conducting 
and overseeing a variety of ensembles, they may teach undergraduate and/or 
graduate conducting, methods classes, and private lessons. They may have 
conventional administrative responsibilities that include ordering music, 
planning and programming concerts and/or field shows, approving design of 
and ordering uniforms, attending faculty meetings, advising students, 
organizing performance trips with students, supporting school athletic contests 
and community events with student performances, and recruiting and 
auditioning new student musicians. For how many of these an individual 
director may be directly responsible may depend on her rank and the size of the 
program she directs. In addition to their teaching loads, many women have 
found themselves with disproportionate amounts of service work, having to 
negotiate “the activities such as committee memberships, assisting with 
admissions, hiring, and curriculum planning, attending meetings, and 
sometimes coordinating programs, rather than occupying formal governance 
roles such as department heads or deans” (Acker, Webber & Smyth, 2016, p. 6; 
see also Bellas, 1999; Bradley, Yerichuk, Dolloff, Galway, Robinson, et al., 2017). 
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All three participants reported spending significant time serving on various 
committees, often more than one at a time. 
All participants discussed the workload of band directors at the 
university level. Each understood and welcomed such immense responsibility, 
but Erin and Jane expressed frustration at the additional work they felt 
compelled to handle beyond musical aspects of the position. Melissa headed the 
biggest program of the three yet did not report the same frustrations as Erin and 
Jane. Erin described her workload as “massive.” I asked if she resented this 
workload, to which she replied: 
I resent it from the perspective that I know I'm doing work in my 
department that other people should be doing. And I am 
absolutely resentful of that. Because of who I am, I'm not willing to 
let the students suffer because of that. (Erin, interview, June 16, 
2015) 
As she continued, she acknowledged that she (and other women) often fit 
the stereotype of women who “pick up the slack”:  
I'm not resentful of having to remind people about things or 
coming up with ideas, and like—I'll sit on every committee, I will 
do action items. I will do all of that—I have no problem with that. 
What I have so little patience for is when nothing happens, 
nothing gets done. I sit on committees on campus where there are 
no men and we laugh—the women—we look around the room 
and we're like, “How interesting! All women on this committee! 
Huh. I wonder why that is?” Cause we're the ones that do four 
times the things—we don't mind the extra work, we're invested in 
it, and of course, this is also stereotyping—there are plenty of men 
who work hard and there are plenty of women who don't want to 
do shit, either. (Erin, interview, June 16, 2015) 
Jane described her workload as “substantial.” When asked if she resented 
the workload, she voiced concerns similar to Erin’s: 
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I do not resent my workload, what I do resent—I need to get over 
this—what I do resent is there are people on our faculty who do 
nothing and are still getting a paycheck. But that also bothered me 
when I was teaching high school or even junior high school. I 
would go to these meetings with these 46 band directors knowing 
that there were five or six of these people that were in the room 
that were just working as hard as they could work and getting 
everything possible out of these inner-city kids, and there were 
others that were sitting around smoking cigarettes, reading the 
paper, and collecting a paycheck. So, I somehow resent the 
unfairness of it. Do I resent my workload? Not particularly. I like 
to work.  
Megan: It seems that some of your workload was due in part to 
picking up the slack for some colleagues who are not doing their 
jobs. 
Jane: Yeah. That's exactly right. Unfortunately, there's nothing I 
can do about that because if I were to back out of what of I'm 
doing, the students would suffer, and teaching is all about the 
students. (Jane, interview, June 17, 2015) 
Interestingly, Jane has had those concerns consistently throughout her 
career, but like Erin, she refused to let students down by not making up for 
colleagues who, in their views, did not fulfill their responsibilities. That women 
often display the tendency to put others first, particularly in the arena of 
academia is not unusual (Acker, 1995, 1997; Acker & Armenti, 2004; Acker, 
Webber & Smith, 2016). Erin and Melissa also spoke of not wanting to let 
students bear the brunt of colleagues not doing their jobs. Yet, the comment that 
struck me was her statement, “I need to get over it”: her resentment about the 
imbalance of those on the faculty whose work output was meager compared to 
their salary. I understood this to mean that she was resigned to living with a 
situation that would not change any time soon.  
Melissa headed a robust program: she oversaw two assistant conductors 
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(who each directed an ensemble), taught conducting, and directed the top 
ensemble. Melissa was asked to guest conduct often, more than the other two 
participants. In observing her, I was impressed with how she handled her many 
responsibilities. On the days that I observed her in action, she went seamlessly 
from conducting a rehearsal to a meeting, to leading a graduate seminar, to a 
conducting lesson, to talking to a student who had questions about coursework, 
to observing a rehearsal of an assistant band director. Indeed, she helmed a well-
oiled machine, and her personality meshed well with her list of responsibilities. 
While Melissa’s workload was similar to Erin’s and Jane’s, her frustration with 
the position seemed to be related to how it kept her from her family: 
My whole life is just schedule, schedule, schedule. Gig, concert, 
schedule when [my husband is] in [town], when I'm out, 
obligation of this, obligation of that, when I do get time—I feel bad 
I'm not going to [visit family] this summer. I haven't seen his kids 
and I'm like, ugh. It's just—schedule. (Melissa, interview, July, 3, 
2015)  
True to her personality, however, she handled the demands of the band director 
almost with a shrug.  
That these women carried significant workloads was not surprising. As 
stated previously, the responsibilities of a band director are many. Yet, there are 
numerous studies of women and the issue of workload in universities. Among 
the many researchers who have studied this issue, Acker (1995, 2000, 2004) has 
researched this subject extensively (see also Acker & Armenti, 2004; Acker & 
Feuerverger, 1997; Acker, Webber & Smyth, 2016; see also Bradley, et al. 2017). A 
common thread within Acker’s research was the idea that gendered expectations 
play a large part in whether women do (or do not) advance in a university 
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setting, including not only service work, but particularly research and 
subsequent pressure to become published, the element of their job that has 
become increasingly important for tenure consideration (Acker, 2000; Acker & 
Armenti, 2004). 
When describing the academy, Acker, Webber and Smyth (2016) refer to 
the concept of gendered organization, “an approach that conceptualizes 
organizations as sites for the playing out of gender relationships and gendered 
divisions of labor” as a way to view the arena of post-secondary education for 
many women academics (p. 5). Acker, Webber and Smyth (2016) found that there 
exists a “contradictory nature” of gender roles within post-secondary education 
(p. 1). It is not necessarily men who are rewarded for assertive behavior, but 
rather the characteristics of male behavior that have currency. If such an assertion 
is to be viewed as valid, then this could lend support to doing gender theory, 
albeit with a slight twist: a person could, then, do gender by simply displaying 
the characteristics of a particular gender. Within this study, the participants 
displayed tenets of both genders; that is, they called upon common male 
characteristics such as assertiveness and confidence, along with female 
characteristics of collaboration and nurturing. For example, when Jane displayed 
assertiveness in applying for a band directing job, she was rebuked by the 
employer who admonished her for inquiring; when she was assertive on the 
marching band field during a rehearsal, her students quickly understood that she 
was in charge and accomplished her rehearsal goal. In a lesson, I observed 
Melissa being nurturing as she worked with a student, gently guiding her 
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through a section that was difficult. When she made sure a graduate student had 
a ride home (and back to school the next morning) after a harrowing music 
education conference they attended, Melissa was chastised the next day because 
she, according to another colleague, was not fully prepared for an important 
meeting.  
That they were rewarded and admonished for such displays is an example 
of how socialization continues well into adulthood. With gender socialization, 
people are admonished or rewarded for displaying gendered traits. The common 
predicament with which women directors find themselves struggling: when and 
when not to do gender.  
Among the many expectations for women is the expectation that women 
take care of the household. In the Acker (2016) study, this expectation bled over 
into the gendered attributes of caring and nurturing at work: “while over-
involvement in service is generally discouraged for pre-tenured faculty, women 
in the study gave a number of instances where being female apparently overrode 
being junior [faculty]” (p. 15). In other words, the women appeared to be valued 
more for their willingness to bring their gendered attributes of caring and 
nurturing into the academy than simply fulfilling the job description as a faculty 
member.   
Being Politically Correct  
As she gained more experience as a university band director, Erin noted: 
Somehow men feel that it’s wrong for them to even mention that 
there aren’t enough women or there should be more women or that 
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there are issues around gender in conducting. It’s like a faux pas 
topic. (Erin, interview, November 10, 2014)  
This response brought up an interesting possibility—that some men in the band 
world felt they might say the wrong thing, perhaps giving the impression they 
were not “politically correct,” indicating the broader issue of men feeling 
uncomfortable about gender issues. Research in the area of emotion may explain, 
in part, the ways in which people respond to certain situations, especially when 
gender is a contributing factor. Shields (2005) investigated the politics of 
everyday emotion and its impact on relationships: “What is at stake in the 
everyday politics of emotion is no less than the claim to authenticity and 
legitimacy of one’s self-identity or group identity” (p. 3). Men and their identity 
as band directors may be tacitly challenged as women become more visible in 
that community, perhaps creating the perceived tension over what Erin labeled a 
“faux pas topic.” Cameron (2005) writes of the intersection of language and 
gender within the context of “community of practice [CoP] . . . a social grouping 
which is constituted by engagement in some kind of joint endeavor” (p. 489). The 
band directing community is an example of such a community. How language is 
used may depend on the terms under which people participate in that 
community (p. 489). Cameron posits that, “even where women and men belong 
to a single CoP, they may nevertheless be positioned differently in it, in ways 
that are consequential for their linguistic behavior” (p. 489). This may, in part, 
explain Erin’s description of men conductors “traveling lightly” around the 
subject of women band directors when in conversation with her.  
 
 
 
113
 
Family vs. Career 
 When asked her opinion as to why there are few women directing bands 
at the university level, Erin offered that the workload of band directing forces 
many women to choose between family and career (at the time of the study, Erin 
had two children): 
When you start a beginning band in middle school, there’s the 
highest percentage of women, [but] when you move to high 
school, the commitment is beyond just the normal workday, the 
percentages go down, and then as you go up the percentages go 
down . . . women don’t see how they can do both. (Erin, interview, 
November 10, 2014)  
The difficulties of women conductors and band directors balancing family 
and profession are well supported and documented in the literature (Bartleet, 
2006, 2008a; Elkins, 2008; Hetzel & Norton, 1994; Mullan, 2014). Despite her 
observation of the profession, Erin reported she has always been determined to 
have a family and a career. So far, she had been able to balance both, but 
acknowledged that she benefited because her husband worked from home. Still, 
she remained in the minority of female band directors with children who were 
able to balance career and family. Research shows that women band directors 
confront this issue more than do men. Leimer (2012), Scheib (2003), and Mullan 
(2014) each investigated women and their struggles to balance family and work 
as music educators. Women orchestral conductors reported facing similar issues, 
ranging from balancing work and motherhood (Bartleet, 2006, 2008a; Elkins, 
2008; Hetzel & Norton, 1994; Mullan, 2014), to concealing private life concerns, 
for fear of not being considered for a conducting position or being fired from one 
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(Bartleet, 2008b). 
When asked about balancing her career with family, Melissa’s response 
was not unlike other women band directors: 
Megan: This is something that—I don't think you brought it up at 
all, which is interesting because the other two participants talked 
about this at length—the issue of balancing work and family. 
Melissa: Ugh. I'm a mess. I'm not—[laughs] the person to ask that. 
Let's see. So, we live a really weird life because my husband lives—
he's here now, but he lives in [a different city] . . . We got married 
late and lead independent lives that way, so—and he's had the 
steepest learning curve—it's easy for me to fit into his world and 
life and stuff, but for somebody who doesn't know music and 
doesn't know how we do what we do, there's a pretty steep 
learning curve, you know. Family's important. I wish I could—
mine are spread all over the place, I wish I could see 'em more, I 
don't have children so if I did, I think that—I think family's most 
important. I get defined by my career because I don't have kids; I 
got married late, so I get, "you're that. You're a career person." You 
either get defined if you're single, you're––now you got married so 
good for you, but you don't have kids, so, you know . . . I would 
love to have kids, but it wasn't in the cards, it's not what we did, so 
the––I try to balance that out the best I can, but it's challenging––for 
me particularly with us being in two zip codes half the time. 
(Melissa, interview, July 3, 2015)  
Jane explained that she never wanted to have children, but it was clear she 
felt that band directing and parenting do not mix: 
Oh, yeah. I was talking to one of my colleagues in the high school 
band world here and he had left [one state] to go to [another state] 
to be a band director. The whole thing was he was gonna do this 
for a year, then his wife and son were gonna go and be with him. 
And the wife decided she wasn't gonna leave. She said “it was no 
different with you there or here. As long as you’re a HS band 
director, we don't see you.” [A former student] got the notice that 
[his] wife is stepping down from her role as MS band director 
because they have two children and [the] husband is the HS band 
director and they don't have enough time for the kids, so she made 
the decision to go into the arts classroom and teach humanities so 
that she could be home with the kids and not be the band director 
anymore. Young families, if the mom's not there because she’s the 
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band director—and when you think about it, for so many women 
that have made it as band directors, [they] are either not married or 
married without children. Paula Crider, Pat Hoye, Linda 
Morehouse, Gladys Wright had no children, um, Mallory, Carolyn 
Barber, Sarah, um Paula Holcomb, me . . . none of us have kids! 
Megan: Was that by design? Because of your job? 
 
Jane: Mine was. No mine was that I just never wanted kids. That 
was just me. I can't speak for the others, but when you think about 
it, do you know any top-notch college women band directors that 
have children? 
Jane listed a half dozen current, young, women university band directors 
who, to her knowledge, did not have children. Again, experience appears to be at 
play with this subject. Erin is a member of a younger generation of women band 
directors, some of whom are committed to raising families, while Jane is of the 
older guard, some of whom made a conscious decision (related to band directing 
or not) not to have children. Melissa seems to fall somewhere in between, and 
based on her response, it was clear that the timing was not right. What is not 
clear, however, is if her lack of children is due to getting married later in life or to 
the often-all-encompassing responsibilities of being a band director. It is possible 
that it was a combination of factors (job schedule, marrying late, her husband not 
living in the same town) that led to her not having children. Yet, it would appear 
plausible that being a band director was a factor in either scenario.  
Jane, also an established band director, was the most experienced of the 
three participants and offered pointed comments about the culture of band 
directing. She has seen this culture evolve—at least somewhat. Similar to 
Melissa, she also described the culture of band directors as “clique-ish,” but one 
that had made notable strides in accepting women on the podium. Jane had, 
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however, seen this evolution over a decades-long career. The route she took to 
get her first job was a circuitous one and reflected societal feelings that were also 
tightly held among those (men) already established in band directing. After 
being discouraged from becoming a band director by her father (who felt it a 
waste of time and money), she found she could not fully participate in certain 
ensembles in college, because she was told, “You play great, but we don’t allow 
girls in marching band” (Jane, interview, February 16, 2015). In trying to find a 
job after graduate school, she was again told, “Honey, little girls don’t teach band 
[here]” (Jane, interview, February 16, 2015). She found herself teaching English 
for a year, along with periods of teaching geography, shop, and math classes, 
until her principal told her he had a choral job to offer her (another example of 
gendered interpretation). Though finally teaching in her field, she hated it; she 
saw herself so strongly as a band director that even a choir director position felt 
foreign. She was eventually offered a band position at another high school, her 
first as a band director: 
I was the first woman director in the instrumental program [in the 
district] and there were 46 men and me. And when I first walked in 
[to the district meeting] they wouldn’t talk to me. After I started 
beating them all at contests, they changed their minds. (Jane, 
interview, February 16, 2015)  
That Jane had to show up a group of men is a clear example of how women must 
exceed the standard to be accepted (Graeves-Spurgeon, 1998; Sears, 2010, 2014). 
This seemed to be the only concrete way that the men would see her as an equal, 
perhaps because the contests are public places where band directors are most 
carefully scrutinized. Even as she became established in her career––and she feels 
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acceptance of women has become much more commonplace in the culture of 
band directing––she still encounters resistance when she brings the marching 
band to an away football game: 
When I take the marching band out, a lot of times the athletic 
directors from other colleges want to talk to our percussion person 
because he’s male, and he will say, “you need to talk to [her], she’s 
the director.” Then they’ll look at me and go right back to him—
they’re uncomfortable talking to a woman [band director]. (Jane, 
interview, February 16, 2015)  
Jane has also encountered varying degrees of resistance when she has 
been asked to do guest directing. She gets many requests to direct junior high 
ensembles, and she theorizes that this may have something to do with the fact 
that she’s female. Jane feels she may have been chosen because of the perception 
that women are predisposed to “nurturing.” The notion that women are 
expected to be a certain way—and for musicians, play a certain way—is not new 
(see West & Zimmerman, 1987). For women musicians, that expectation is a 
double-edged sword. Suzuki (2014), states, “gender is a norm that constantly 
shapes and regulates notions of femininity and masculinity within musical 
performance” (p. 9). We expect a woman to easily showcase a feminine side, but 
when taking on a masculine role, we demand to see her make the necessary 
adjustments to replicate the qualities that role “requires” (thus making us 
comfortable). Each participant acknowledged that the environment she strove to 
create could have been a result of inclusion of expected attributes of femininity; 
however, for all participants, an interest in creating a collaborative environment 
seemed paramount to a conscious effort to include an expected gendered 
attribute (see Bartleet, 2003, p. 231). 
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Even though she does not think of herself as a “nurturing” band director, 
Jane offered this explanation: 
I do think that they initially maybe think that a woman might be 
more nurturing, but I don’t know because I think of my friends 
that are women band directors and some of them are the nurturing 
type and some aren’t, and I don’t really consider myself all that 
nurturing––neither would my marching band kids, they’ll tell you 
I’m not! They’re scared of me! (Jane, interview, February 16, 2015)  
Melissa had this to say about navigating the “club”: 
Now I’m at a level where everybody knows everybody, I know 
who you are, but yes, there’s still kind of . . . pecking order is not 
the right word, but there’s popular people, and there’s not as 
popular people . . . I don’t know what the right word is because it 
doesn’t sound right, but it’s . . . there’s just [you’re] kinda in the 
club or you’re not, at a certain level. 
Megan: Do you feel like you’re in that club? 
Melissa: No. Nope. I’m kind of on the fringe of that. I feel like—
and that’s fine—I think a lot alike, musically and stuff, but I—no. 
Megan: It doesn’t matter to you or it doesn’t bother you or— 
Melissa: It used to more. It doesn’t as much now. But, it could be 
for good reason, I don’t know. You just kind of get ranked, there’s 
this unofficial ranking. There’s just, um, levels. And there’s 
unspoken levels, like anything else that’s subtle, right? At the same 
time, people like that are extremely passionate, extremely talented, 
extremely good, and there can be a really great network of this—I 
haven’t quite figured out how to do that. I have great friends in the 
profession and all that stuff, but I haven’t quite figured out—and I 
don’t want to figure it out, it used to bug me, but I don’t have that. I 
don’t have my go to—nobody’s got my back, you know—people 
feel good about you, but nobody’s got your back. (Melissa, 
interview, February 24, 2015) 
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A Club of Their Own 
Melissa and Jane described the band director culture as akin to a club into 
which they struggled to gain entrance and about which they still have conflicting 
feelings. Erin did not seem to see this “club” in the same way, perhaps because 
her experiences occurred in an era that has seen more women become university 
band directors. In fact, I was struck by her lack of acknowledgment of such a 
club. I attributed this to two things: 1) her relatively young career as a university 
band director perhaps has not given her the same perspective as the other 
participants, and 2) her resistance to being involved in the political aspects of 
being a woman band director. I sensed unwillingness on her part to want to be 
involved in that discussion, whereas Jane wholeheartedly acknowledged and 
engaged in it, and Melissa, while also reluctant, had endured enough unfair 
treatment to understand why such discussion existed. Within Chapter 2, I listed 
multiple studies with examples of women resisting the politics as members of 
various male-dominated occupations. Though not always given the chance to 
earn the same opportunities (or respect) as their male colleagues, they chose to 
endure politics so they could be in the career they wanted: Ember (2016) reported 
women in advertising who were under pressure to adhere to masculine 
standards or be singled out as the “crazy woman” (p. B1); Lucas & Steimel (2009) 
studied women who used gender-distancing strategies to work in the mining 
industry; Norman (2010) interviewed elite women coaches who reported 
tolerating a culture that would not allow them the same opportunities as male 
coaches; Pogrebin (2016), researched women in the architecture industry who 
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found that it was in their professional best interest not to display male 
characteristics for two reasons: 1) they would not be perceived as “bitchy” and 2) 
they found that clients were often more comfortable with women designers.  
Another club of which each participant was aware was the organization 
Women Band Directors International (WBDI). (I was a member of this group, for 
research purposes, for one year). Jane has been a longtime member and valued 
the group highly for personal and professional reasons. She commented: 
Al Wright [former director of bands at Purdue University] always 
calls band the good ol’ boys club. And that’s why they started the 
WBDI–– because he [thought] the girls needed a girl’s club because 
the men had their NBA [National Band Association] and ABA 
[American Bandmaster’s Association], and the women didn’t have 
anything, so [his wife] started WBDI. 
Megan: Are you a member? 
Jane: I am.  
Megan: So that was in response to Al Wright saying that women 
needed a girls’ club. 
Jane: Yep. It was established in 1969. And the whole purpose of the 
organization is predominantly to help women learn how to take on 
leadership roles and to, I guess, have a network of women to talk 
about issues that we still face. (Jane, interview, February 16, 2015) 
Conversely, Erin has resisted belonging to such a group:  
It felt like a support group, like this isn’t about forwarding, raising 
the bar . . . [At a music educator’s convention] I sat down and had 
a conversation, filled out their little thing and then someone called 
me, gave their reasons, their pitch, basically for joining was, [it] 
totally [did] not, did not inspire me to join at all. It was like, [they 
were saying] “you know, when you just feel isolated and you want 
to just have a network of people that you call and you want to 
just”. . . and I’m like, I don’t need that to be you guys. (Erin, 
interview, November 10, 2014) 
For Erin, the existence of WBDI perpetuated women band directors’ 
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separate, thus unequal, status by helping them cope with the issues about which 
they complain. Jane, on the other hand, clearly valued her membership and felt 
strongly that the group was of benefit for women band directors. WBDI 
represents what Gee (2009) refers to as an affinity group; in this case, an alliance 
of women who identify as band directors and share not only the language of 
music, but also the experience as a member of the band director community. 
Indeed, the purpose of the WBDI, as stated on their website, is as follows:  
WBDI is an organization in which every woman band director is 
represented at the international level regardless of the length of her 
experience, or the level at which she works. It is the only 
international organization for women band directors and is 
intended to serve as an association which supports, promotes, and 
mentors women in the band field. 
(http://womenbanddirectors.org/index.asp) 
While I was struck by the differences between Erin and Jane’s perceived 
value of WBDI, the differences in their career trajectories helped to explain those 
differences. Erin was clearly a strong conductor and educator, but a relative 
newcomer with different perspectives on and experiences with the culture of 
band directing when compared to Jane and Melissa. Erin came of age in a 
profession that has, however slowly, opened its doors a bit wider to women. Her 
experiences of the “ol’ boys club” differed from the other two participants. 
Gendered Expectations 
Gendered expectations exist in a multitude of ways: during childhood 
(Kane, 2006; Maccoby, 2002), in adolescence (Gordon & Lahelma, 2004; Massoni, 
2004), in the media (Kalof, 1993), and in the larger arena of socialization (Babcock 
& Laschever, 2003; Ridgeway & Correll, 2004; Stets & Harrod, 2004; West & 
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Zimmerman, 1987). When women take on positions typically held by men, some 
women endure various types of stereotypically reactionary behavior, the result 
of gendered expectations. Some of these behaviors may be overt, some covert. 
Some stereotypical behaviors may also occur innocently. For example, a person 
may think he is being humorous, trying to avoid making a potentially 
stereotypical comment, yet says something that is just that, such as the classic 
comment, which I (and other women who play instruments considered 
“masculine” or conduct bands) have received on numerous occasions: “You’re 
pretty good for a girl!” (Bartleet, 2008b, p. 10). It is not only men who make this 
comment— women say similar things, too. They think they are paying a 
compliment, but are, in fact, as Marin Alsop stated, “[putting you] into a group 
because of your gender, which is, absolutely, I think, unconscionable . . . how can 
you emerge from a group? It also does the group a disservice” (p. 11). When a 
male colleague commented on Erin’s conducting dress (which had an open area 
on the back of the dress) by saying, "I'm gonna get a dress like that and put a 
Mozart tattoo on my back," he was, instead, failing badly at being humorous 
while awkwardly expressing apparent discomfort with her appearance.  
In the following paragraphs, each participant described one or more 
experiences with gendered expectations, ranging from subtle to blatant. Some of 
their statements were concerned with exhibiting behaviors expected of women. 
In interviews, each spoke of displaying characteristics of both genders, with the 
understanding that both were necessary to be a good conductor and band 
director. It then becomes important to consider Butler (1988), who pushes the 
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West & Zimmerman view of doing gender further, stating that gender is “a 
performance with clearly punitive consequences . . . indeed, those who fail to do 
their gender right are regularly punished” (p. 522; see also Rabe-Hemp, 2009). 
Each of the participants reported experiences of being devalued because of their 
gender, only to endure the repercussions that followed when they didn’t 
properly ascribe to the social norms and expectations of being a woman. Some 
examples of devaluation follow.  
Erin described how she handled dismissing a student from an ensemble 
who had missed or was late to several rehearsals: 
It was like, you're late one more time, you're out. He was late 
again, and he was out. And I suspect it's possible—again, I don't 
know for sure, but I suspect—it’s like oh, she's warm and fuzzy! 
Like, oh she's so kind and—which I am those things! I am open 
and generous and caring and yet . . . (Erin, interview, November 
19, 2014) 
Erin recounted an experience with another student who missed a dress 
rehearsal for a performance. She deemed his excuse unworthy, so she lowered 
his grade to a B. The student, rather than talking to Erin about the issue, changed 
his major so he would not have to face her. Erin related her frustration: 
He just would not confront me about it. I heard months later from 
somebody else. “Oh yeah he told me he didn't want to play in your 
group because of the bad grade you gave him.” And I said “fine, 
great,” you know? And I've wondered, if I were a man, would he 
[have] done all those things the same way, [or] would he have, like 
had the guts to come and say something to me? Was it? There have 
been times when I have thought, is there something about me, 
personally, that people are afraid to confront me or is it just 
people, that student in general doesn't like confrontation? I don't 
know if they are gender-related issues, but I do wonder sometimes 
if some students find issue with having to—have me as their 
authority figure. (Erin, interview, November 19, 2014) 
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By stating “me,” Erin put her gender at the front of the issue, something she had 
been reluctant to do in earlier interviews.  
When considering perceptions of her own performance on the podium, 
Melissa agreed that women band directors were judged differently and that, on 
occasion, she felt such judgment:  
I just think you're judged a little harder. I don't feel like that today, 
I don't feel like it in general, but some [students] will have a 
smidgen of attitude and I'm like, do you do this with everybody—
seriously? (Melissa, interview, February 24, 2015)  
Perhaps the most pointed of gendered experiences came from Jane. Since 
her career encompassed the longest period of time (over 35 years), she had seen 
the landscape for women band directors evolve. She shared several rather 
entertaining anecdotes, one of which seemed particularly egregious: 
When I first got [to this school], I got invited to conduct a district 
band and it was in a very rural, let's just say that the band 
programs were not very strong, so I picked a fairly conservative 
program . . . So I get a call from the coordinator who said, "listen 
babe, I got your program here— 
Megan: I'm sorry, he said "babe??" 
Jane: Oh yeah. He says, "I told you we wanted a challenging 
program for these people, for our students and you sent this spirit 
de corpse [sic] thing?" I said, "yes." He said, "Well it doesn't look 
real hard. " I said, “Well it's the opening piece for the Marine band 
when it goes on tour." He says, "Yeah, it's got this tempo de 
borgewick, or something." I said, "It's the tempo de bourgeois, it 
goes at about 160!" He said, "Well, I just don't see how that could 
be very hard, babe, so uh, can you come up with anything harder?" 
I said, "Certainly, but my question is, is it something that the 
students will be able to do in two days and will they enjoy doing it 
for two days?" He says, "Well, it's gotta be harder than this stuff." I 
also had a Fisher Tull piece on there and I mean, just quality 
literature and he just didn't know any of it! So he didn't realize 
what the difficulties were, but then, the next statement was 
hysterical, he says, "Well listen, babe, you weren't our first choice 
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anyway." I said, "If you would like to get another conductor, that 
would be just fine, I don't mind." He says, "No, no. We asked ya, 
so let's see what you can do." And it was strictly because I'm, I 
know this was because I was a woman. As it turned out, I had a 
great time, the band was wonderful, and we did do Esprit de 
Corps—they did a respectable job on it and he came up afterward 
and he said, "Yeah, I guess that music was a little harder than I 
thought." (Jane, interview, February 18, 2015) 
Not only were his comments blatantly sexist, it was clear that Jane knew the 
literature—perhaps even her job—better than the coordinator who hired her to 
conduct the honor group.  
Melissa spoke of encounters with male students who were obviously 
uncomfortable with her as a conductor: 
I think there have been individuals from time to time that have 
[been uncomfortable]—there was one guy who was from a studio 
that was negative to begin with and he's negative to begin with and 
he's Hispanic and came from that machismo culture; that kid didn't 
look me in the eye for three years. (Melissa, interview, February 24, 
2015)  
In the first interview, Melissa described whether those expectations had affected 
her: 
You know, I think stuff like that is not—I don't feel ever I've been 
overtly, "oh, she's a chick she can't do this." I don't ever feel like 
that, but most discrimination or bias is not that way, most is more 
in the soft set. (Melissa, interview, February 24, 2015)  
Yet, she also described her own bias when seeing a woman on the podium: 
I go to Cabrillo contemporary music festival and watch Marin 
Alsop; she gets up there and she's great! She's awesome, but even 
me, it just—it doesn't feel bad, I'm impressed, but—it's just not 
normal. She comes in, totally cool, Birkenstocks, I'm like, ok, here 
we go—I'm excited about it, but there's a thing, you know? There's 
a thing. And that's for me! And then if you get a guy—and as a 
player, if you get a guy and he's sensitive? Come on. Super potent, 
really a good leader, and it's comfortable and re-assuring, and it's 
validating—it's just, they're sensitive and receptive to showing that 
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and they're still strong? Oh man! Totally comfortable and great to 
play under. If they're not cool, but if they're that—that is a great 
energy, comfortable place to make music, little self-effacing, that 
whole tactic? But when a woman's that way? Not the same 
package. (Melissa, interview, February 24, 2015). 
This comment revealed a common sentiment among many who see a woman on 
the podium, but it may be rare for a fellow female conductor. Melissa 
acknowledged her discomfort, and this seemed to reaffirm several things: 1) the 
ingrained image for Melissa of the conductor as male—she mentioned comfort 
with seeing a man on the podium; 2) her unease with “carrying the flag” for 
other women band directors out there; 3) wanting to do her job without any 
fanfare related to her gender (see also Jorgenson, 2002; Suzuki, 2014); and 4) her 
ongoing inner struggle with confidence. 
Although understanding the traditional persona of the conductor (and 
why she may need to call upon it), Melissa felt that she worked better when she 
was able to be herself on the podium: 
I would rather have some interaction there. I'd rather be able to 
joke around with a kid and have it be ok, rather be able to talk to a 
trombone player and have him give me a hug at the end, you 
know? That's ok. Rather than [him] shaking in his boots and—I'd 
rather be me and not be sarge, or—I don't know what else you'd 
do. I think if you just hide behind this veil of maestro. . . (Melissa, 
interview, February 26, 2015) 
Of all the participants, Melissa seemed to reject the traditional persona of 
the conductor the most. Melissa’s experience with gendered expectations 
occurred mostly inside the political sphere of the band director community and 
the academy. Her most difficult experiences had to do with colleagues and 
navigating the system set up for her full professorship review. In her view, the 
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way she was treated and the barriers she faced were the result, at least in part, of 
her gender. She recounted a story about being part of a search committee. This 
committee was led by, “[this] one guy, he’s funny and I like him, but he’s kind of 
known as a bully” (Melissa, interview, July 3, 2015). She was supposed to review 
a series of files for a committee while on a trip out of state to conduct an honor 
band. A canceled departure flight followed by a delayed rescheduled flight, 
missed clinic, missed performance, canceled return flight, and a side trip to take 
a graduate student home (and pick her up in the morning so she could get to 
school) completely impeded her progress in reviewing the material that, of 
course, was due the following Monday morning: 
That morning, he's like, "You got your numbers?" And I said, "no 
man, blah blah [trying to explain why]." And he said again, "You 
got your numbers?" And the hair stood up on my neck. And I'm 
like, "Noooo." It's [conducting an honor group] not like doing a 
recital, my time's not my own and now I'm defending, sound 
defensive about what I'm doing and then I got mad and 
everything I said he was like, "Um hmm" [makes pandering 
sounds/faces] you know like that. At one point he goes, "well 
you're just not doing your homework"—and this is in front of the 
committee. Do I think that if that had been a guy, would he have 
done all that? No way. No way. (Melissa, interview, July 3, 2015)  
Worse yet, she felt she had no recourse, no one with whom to talk about it, let 
alone defend her. “You’re just like an island” (Melissa, interview, July 3, 2015).  
In another account, she told of having to find another female band 
director to write a letter of support as she sought promotion to full professor. 
Her dossier had to include five letters from full professor band directors at other 
schools who could attest to her qualifications. Melissa had her five chosen when 
she was told a new requirement had been added—an explanation had to be 
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included if all five recommendations were from band directors of the same 
gender. All five of her choices were men. Her committee chair recommended 
that she find a woman to be on her panel. As she thought of women peers she 
could call upon, she stumbled upon research supporting the low number of 
women in the college band directing ranks. It seemed bizarre that Melissa had to 
find a female colleague to support her qualifications to gain rank advancement 
when, to begin with, the profession does not include many women. Despite this, 
she found an advocate who was female. “Wrote back to my chair, ‘Hey! Found a 
girl! She’s willing!’ And then I found some research on, from 2003, actual 
research, not me saying, There aren’t that many . . . ” (Melissa, interview, July 3, 
2015). After all that, she found out she would not actually need the services of 
support from the female colleague. Whether or not she was purposely led 
through such a maze was unknown, but the circumstances surrounding her 
journey to rank advancement were peculiar, at best; a clear example of the 
“phantoms and obstacles” that women who seek tenure often encounter (Paludi 
& Denmark, 2011, pp. 45-59). Denker (2009) speaks to the idea that gaining 
tenure is a “masculine system,” but one where “gender, body, and sexuality 
must not intrude into the profession, especially at the time of review” (p. 106; see 
also Park, 1999; Trahan & Growe, 2012).  
Though the participants embraced their identities as women and the 
gendered expectations that came with them, that they felt compelled to also 
bring the gendered expectations of masculinity to their jobs indicates an ironic 
twist to the doing gender position: what if each had only brought one gendered 
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performance to the job, displaying only feminine or masculine characteristics? 
The participants in this study understood that bringing both to the table was 
necessary to do good work, with their efforts paying off to varying degrees.  
The women in this study experienced the culture of band directing within 
academia in a variety of ways; some were expected, such as the ways each 
experienced band culture in terms of workload and othering. Other ways were 
not expected; for example, the ways participants intentionally used gendered 
attributes. The experiences of these woman university band directors proved to 
be multifaceted, requiring the participants to be savvy in the negotiation of their 
identities as musicians, but also as women.  
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CHAPTER FIVE: “YOU WEREN’T OUR FIRST CHOICE, ANYWAY” 
 (Jane, interview, February 18, 2015) 
 
This chapter provides an overview of the findings from research questions 
#2 and #3. Through this study I sought to explore how the participant’s 
gendered experiences may have played a part in shaping the careers of three 
women university band directors. I present research questions #2 and #3 in 
sequence, along with data, observations, and conclusions. Discussion of the 
second research question is introduced with a quote from a participant whose 
comments I felt represented the data gleaned from that question. The second 
research question addressed the following: In what ways did the participants 
experience band directing culture as women? 
Band Culture—A Gendered Experience 
I think maybe there’s a part of us, all women, but particularly those of us 
that grew up with that generation of television and female role models in the sense 
that “this is what a mom looks like.” I think there’s a part of us that feels like we 
ought to be that way and yet we’ve taken that to another level where we’re still 
that way, but there’s still enough of us that say, “You know, moms can be the 
boss, too.” 
  
 (Jane, interview, April 9, 2015) 
Using Gendered Attributes 
One major finding from my research suggests that these women 
experienced gender within the culture of band directing in a variety of ways, and 
as such, of all the research questions, this one had the largest subset of answers 
and data. The women in this study not only understood but also used the 
 
 
 
131
 
gendered attributes that worked in their favor to negotiate their identities as 
band directors. Each participant understood that women are typically seen as 
nurturing, sensitive, and pleasant (West & Zimmerman, 1987), as well as warm, 
expressive, collaborative, and friendly (Babcock & Laschever, 2003). I observed 
the participants demonstrating several of these attributes. For example, Melissa 
treated each of her students as collaborators, whether in rehearsal or in seminar; 
Jane kept a keen eye on students who were struggling in rehearsal, or who came 
to her for help with a personal problem; Erin opened her office door to students 
who sought her advice musically and personally. In addition, they also 
demonstrated attributes associated with men such as “assertive, decisive, and 
ambitious” (Babcock & Laschever, p. 74; see also Eagly & Carli, 2007; Prentice & 
Carranza, 2002). Each used these attributes to her advantage in ways that worked 
within the context of band director, as described in the following paragraphs.  
An area where each participant demonstrated assertiveness, for example, 
was in rehearsal. Each displayed a rehearsal style that was direct and confident. 
When Jane was insistent with a percussionist who was (perhaps purposely) not 
giving her the musical result she was looking for, she asked, “can you try a 
different set of sticks? [listens to the student demonstrate] No, that’s not it. Let’s 
try another drum” (Jane, rehearsal observation, April 9, 2015). Melissa led a fast-
paced rehearsal, stopping only when there was an issue she wanted to address. 
In one piece, she clearly and succinctly directed a student, “when you enter, 
don’t let me know that you came in” (Melissa, rehearsal observation, February 
26, 2015). Erin did not move on until a section was cleaned up and instructed the 
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students to address it outside of rehearsal, “that will be better at the next 
rehearsal, right?” (Erin, rehearsal observation, November 12, 2014).  
Jane’s experiences revealed the gendered expectation that women should 
defer to a man’s opinion. When choosing music for an honor band she had been 
hired to direct (see Chapter 4), the man who questioned her music choices had 
little idea of the repertoire himself, and therefore assumed that it must not be of 
quality, providing a clear example of an ongoing patriarchal attitude within the 
band directing culture––that women do not know as much as men. Jane, in her 
conversations with the man who questioned her music choices, displayed the 
attribute of collaboration combined with assertiveness. Given Jane’s history of 
adopting masculine attributes to show competence, in this case, her description 
of the way she displayed assertiveness in a calm manner brought me to reflect 
that even though she understood him to be uneducated about honor band 
repertoire, she negotiated in a manner that showed competence without being 
argumentative or oppositional. Thus, this anecdote provided an example of 
consciously using gendered attributes to negotiate her identity as a band 
director. It also offered an example of the ways that women “can finesse the 
double bind to some extent by combining assertive task behavior with kindness, 
niceness, and helpfulness” (Eagly & Carli, 2007, p. 164). Whether or not this was 
a conscious act (to get the male honor band coordinator to accept her repertoire 
choices), Jane finessed the double bind through a deft balancing of both male and 
female attributes. In doing so, she may have served to highlight not only gender 
differences, but also to perpetuate the stereotype that female band directors 
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should remain “nice” or “polite.”  
Gender and Work 
Women and marching bands. At the time of the study, Jane still faced 
subtle forms of discrimination as the marching band director; she often 
encountered men from other schools who were uncomfortable speaking with her 
when she brought her band to away games. Their expectation was that women 
did not direct marching bands.  
Women and workload. As described in Chapter 4, Jane and Erin each 
discussed resentment over experiencing the gendered expectation that women 
will take on extra work (or the work of colleagues) to be seen as “team players.” 
Although not particularly concerned about being “team players,” Jane and Erin 
took on extra work because they did not want their students to suffer the 
consequences of improper advising, poor student teaching placements, possible 
lack of ensemble performance, or conducting opportunities and lessons, for 
example. Taking on such extra work represents a gendered attribute. With Erin 
and Jane, much of this extra work resulted from not wanting students to suffer. 
Regardless of the work environment, women are sometimes viewed as nurturers, 
and this can lead to taking on—or being expected to take on—extra work, often 
at the expense of life outside of the school (Acker, 1995; Acker, 2008; Webber & 
Smyth, 2016).  
Melissa encountered gendered behavioral expectations while serving on a 
hiring committee. Her experiences revealed the assumption that women were 
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not able to handle the same workload as men, and when they proved capable, 
they often were met with resentment and sometimes reprisal. When she was not 
able to review documents because of a series of travel problems related to a guest 
conducting commitment, she received no reprieve. Instead, she was reprimanded 
in front of colleagues. She felt she could not confront her colleague in private, so 
she had no recourse. Melissa also described her own discomfort at seeing Marin 
Alsop on the podium, leading her to confront her own gendered behavioral 
expectation that men conduct ensembles, not women.  
Respect. Erin encountered a student who had repeatedly been late to 
rehearsals and missed a dress rehearsal. When she lowered his grade for these 
infractions, he left the ensemble and changed his major rather than confront her. 
It may be that he did not expect her to be that assertive in handling the issue; 
Erin was convinced that, had she been male, the outcome would have been 
different––the student would have accepted the grade and remained in the 
ensemble. 
Unexpected gender bias. Based upon these data, it seems that these 
women not only encountered familiar gendered behavioral expectations as band 
directors, but they also confronted their own. The women’s descriptions of 
gendered expectations suggested they did not perceive the expectations as 
“unusual,” but merely just “the way it was.” I was taken by Melissa’s statement 
recounting discomfort with seeing a woman conduct an ensemble and reflected 
on my own discomfort when seeing another woman play the drums. I felt that I 
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was in competition with that woman, rather than recognizing that a woman 
playing drums was simply not the norm. Williams and Dempsey (2014) reported 
that some women who feel such discomfort may experience a sense of “female 
rivalry [that] is often the result of sexism” (p. 179). They asserted that such 
women manage their gender bias through actions that “stereotype, distance 
themselves from, and criticize other women” (p. 179). It was unclear to me 
whether Melissa felt this type of discomfort, yet her comments appeared to 
signify her own stereotyping.  
Balance 
Every year I've been at [this school] it's been a little bit more intense, and 
[my husband] and I, we made a decision—we are gonna sit down this summer 
and look at the entire calendar, September to June and decide how much is too 
much for me to be away. And when I hit that threshold, I'm gonna start saying no 
to things.  
 
(Erin, interview June 16, 2015) 
One of the most significant examples of gendered experience involves the 
ways in which these women strove to balance not only their careers with their 
lives outside of school, but also within school, both on and off the podium. 
Whether revealed directly or indirectly, balance formed a pervasive thread that 
tied several of the findings together: gendered expectations, confidence, attire, 
balance, humor, professional identities, band directing culture, identity 
negotiation process, and agreements.  
Though each participant expressed it differently and employed somewhat 
different strategies, it seemed clear that a fine line existed between exuding the 
characteristics of authority and decisiveness that the participants perceived as 
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necessary to the role of conductor and the vulnerability needed by a musician. 
The position of band director is one of many and varied responsibilities, yet each 
spoke of a variety of frustrations that made balancing difficult: being asked to 
handle responsibilities that were not theirs, juggling time with family, and taking 
on outside honor band requests in the middle of already busy schedules. The 
first and third of these indicate common pressures that many women in 
leadership occupations experience (Acker, 2004; Armenti, 2004; Growe & 
Montgomery, 2000; Sipes, 2010).  
Attire  
Women are often perceived as less-than, because, after their gender, their 
attire is scrutinized. “Fashion becomes a key point of contention when 
considering whether a woman is performing the intelligible version of her 
gender” (Mandiziuk, 2008, p. 313). This is another example of devaluing women 
who conduct: first we notice, and then we judge what she is wearing, before the 
first beat of music begins. 
 A role comes with expectations (Turner, 2002). A woman performing the 
role of band director and conductor may conjure expectations of authority to be 
part of that role, particularly as she leads an ensemble in a piece of music of her 
rendition. Included within that expectation is that the conductor may wear 
clothing that represents such authority (Lazarou, 2017). Here is where women 
conductors face expectations in ways that men do not. For men, there is an 
established uniform: a tuxedo, usually with tails. For women, there is no 
standard uniform, which, depending on one’s vantage point, can be liberating or 
 
 
 
137
 
challenging. Though Sarasota Orchestra conductor Anu Tali states, “there are no 
rules today. . . one can wear most anything” (Melick, 2015, p. 73), Spartanburg 
Philharmonic director Sarah Ioannides confides, “we have such differing 
standards for what is ok to wear, in some people’s opinions, and not okay in 
others” (p. 74).  
The issue of concert dress can be unpacked within Butler’s (1988) notion, 
borrowing from Simone de Beauvoir, that a woman’s body is:  
a cultural construction, not only through conventions that sanction 
and proscribe how one acts one’s body, the act or the performance 
that one’s body is but also in the tacit conventions that structure the 
way the body is culturally perceived. (pp. 523-524) 
Green (1997) also discussed the focus on women conductors’ bodies and the idea 
of the various ways that women musicians interrupt “patriarchal definitions of 
femininity” (p. 50). The subject of attire proved important for two of the three 
participants but for different reasons. For Erin and Jane, what to wear on the 
podium was a frustrating component of their jobs, one to which they felt they 
had to devote too much attention.  
Erin talked at length about the dilemma of finding attire in which she was 
comfortable conducting. Her descriptions of the issue of attire illustrated part of 
the evolution of her identity negotiation. For many years she wore the “standard 
outfit”: black jacket, slacks, her long hair tucked away; however, this became 
more and more uncomfortable, and she sought to find attire that made her feel 
more confident as well as comfortable, and perhaps, more feminine. She 
discussed one incident in particular: scheduled to conduct at a prestigious 
festival, Erin decided to find a dress in which she felt both comfortable and that 
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presented her in a professional light:  
I think about it a lot because, you know, should I fit into a norm or 
should I wear what I want to wear? For the longest time I only 
conducted in a black suit and then I got my first conducting dress 
and I loved it . . . I feel more comfortable in this! It’s not as hot, it’s 
you know, it’s me—this is who I am. (Erin, interview, November 
10, 2014) 
She then mentioned the double standard that results when women conductors 
worry about what they wear:  
Women have been soloists in front of orchestras for way longer 
than they’ve been conductors, and what do women [soloists] wear 
when they’re out front? Nobody ever questions when they wear, 
you know, a knockout gown for that. (Erin, interview, November 
10, 2014) 
In her quest for suitable conducting apparel, she gradually came to realize that 
she had to consider two things: 1) the added dimension of the audience and 2) 
the double standard women conductors face with regard to attire (Bartleet, 
2008a, 2008b). When leading an orchestra, even when trying to present a 
professional (or neutral) appearance, a woman remains subject to commentary 
about her attire (Bartleet, 2008a, 2008b; Brooks, 1996; Redpath, 1993). From this 
understanding and subsequent experiences with commentary about a particular 
dress, Erin sought to find clothing that both satisfied her comfort and would not 
distract from the performance. Attempting to satisfy both ideals offered a clear 
example of how Erin negotiated her identity as a band director and conductor. 
Erin also revealed finding herself in uneasy positions, which had an effect 
not only on her but also her female students. Male colleagues engaged her in 
“really awkward conversation” about the ways some of her female students 
dressed for a performance: 
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The chair was like, “I don’t really know how to say this, the dress 
of some of the ladies in your group, I’m sure you’ve talked about 
this.” And it was just this whole, like really awkward conversation, 
and I just feel like maybe if [he] were a woman, he would just say, 
“yeah some of the women are dressing inappropriately.” (Erin, 
interview, November 10, 2014) 
Apparently, the department chair set the standard of what was “appropriate” 
without any clear discussion as to what “appropriate” meant to him.  
Jane felt attire was important in that she, too, did not want to distract from 
the music, but she also believed it equally critical that other women conductors 
understood these ideals. In the beginning of her career, she spoke of being 
criticized for her long hair (it was “distracting”), but not her attire. Jane showed 
me pictures of her during this time, and, in each, she was dressed professionally: 
black jacket, black or white blouse, and slacks. Yet, no matter what she wore or 
how she looked, Jane was criticized. She surmised that her confident demeanor 
irked many, and this may have manifested in the criticism of her attire.  
As she has gotten older, Jane has witnessed many young women 
conductors whose attire choices, in her opinion, were a distraction: 
I saw a woman conduct a high school group and she was literally 
wearing spandex and it was like—and she shouldn't have—it was 
not somebody that was in shape and so every time she moved, 
everything jiggled. It was very inappropriate. But I would say that 
same thing if it was a guy up there in spandex! (Jane, interview, 
April 9, 2015) 
It was clear that Jane understood a woman conductor’s body comprises a 
primary focus to the audience and the musicians (Bartleet 2008a, 2008b; Brooks, 
1996; Cheng, 1998; Redpath, 1993). Thus, Jane became a strong advocate for 
women conductors controlling their own fate with regard to attire: they should 
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not only look professional, but also keep the focus on the music: “We as women 
do have to think about what we wear and what we look like. And you take 
somebody you trust when you go shopping and you say how does this look from 
the back?” (Jane, interview, April 9, 2015). Jane expressed frustration with 
women conductors who did not help the “collective cause” by wearing 
“inappropriate” attire:  
I did a workshop at our state music conference last year about what 
women should wear. We called it “What not to wear.” We talked 
about lengths of jackets and what kind of materials to wear. I 
would never wear these pants on the podium because they’re knit 
and they fit my butt and that’s not what men need to be looking at 
or anybody else when I’m conducting, so I’m very conscious of 
what I wear . . . (Jane, interview, April 9, 2015) 
Keenly aware of what does not look “good” on her, Jane felt strongly that 
women conductors should also understand this, lest they distract from the 
performance, or worse, embarrass themselves. Clearly, she deemed this an issue 
that contributes to the image of the women band director community as a whole; 
however, I found it striking that a group of women band directors felt compelled 
to lead a workshop at a music education conference devoted to helping women 
be conscious of what not to wear on the podium. Interestingly, music director 
Cynthia Woods (2013) spoke about her experience being in such a workshop,  
Then there were these national conferences and workshops where 
all the women were huddled off from the men to small rooms to 
talk about the dangers of wearing a fitted shirt, an open-toed shoe, 
or, God help you, a primary color. We all sat around feeling 
awkward and baffled. What was so very wrong about dressing like 
a professional woman? 
 
That these women felt compelled to lead such a workshop is reflective of the 
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gender bias women band directors and conductors face that men do not (Bartleet, 
2003, 2008a, 2008b; Feather, 1980; Gould, 2003; Graves-Spurgeon, 1998; Sears, 
2010; Tommasini, 2007).  
When women step to the podium, they immediately interrupt the notion 
of patriarchy associated with the role of conductor (Bartleet, 2008a, 2008b; see 
also Green, 1997). I concluded from the concerns about attire that women 
continue to grapple with the double standard of dress and that the body remains 
the first consideration, not the music or technique (Bartleet, 2003; Green, 1997; 
Koskoff, 1995; MacLeod, 2001; Sears, 2014). The realm of attire represents an area 
where women conductors and band directors may negotiate in the most futile 
sense. No matter what they choose to wear, as they stride to the podium, the 
body “interrupts” and challenges the listener. There is little that a woman 
conductor can do to negotiate that challenge: how her body will (or will not) 
interrupt the listener is out of her control. 
Identity 
Identity is a vital aspect of how a person represents herself to the world 
(Burke & Stets, 2009), influenced by the roles she plays within society (Biddle & 
Thomas, 1966; Burke & Stets, 2009). Burke (2006) defines identity as “a set of self-
relevant meanings held as standards for the identity in question” (p. 81). Bradley 
(2006) offers that identity is an “ongoing processual development and location of 
self in relation to others, resulting from what we do in particular contexts” (p. 23; 
see also Stets & Burke, 2003).  
Given these definitions, it is within reason to consider identity as a 
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complex issue because identities change, and in some cases, are difficult to name 
or define. What became apparent in this study were such complexities. Burke 
(2006) speaks to identity change, asserting that meanings attached to an identity 
become the standards for that identity, and these standards can change over time 
as a person reflects on what it means to claim a particular identity. Such 
reflection can occur in social situations as people adapt to or encounter new 
situations or cultures (p. 93).  
Each participant claimed what I refer to as a “main” identity. This was the 
identity that the participants referred to most often and the one that defined 
them professionally: teacher or musician. They also referred to other significant 
identities, some that were important professionally or personally. While the 
participants felt their identities were most strongly rooted in that of teacher, 
some struggled to define other identities they held. Erin initially volunteered, in 
what I deemed rather polite language, that she was someone who liked to “stir 
the pot.” Melissa also had a difficult time clearly describing additional 
identities—she struggled to even define her identity of teacher. Jane, conversely, 
while stating that she most identified as an educator, had no problem also 
referring to herself as a “dictator.” Though they may not have been able to 
readily define their identities, they had strong views about their roles as band 
directors. In this way, I viewed their responses to questions about their identities 
via role theory. For some, roles and identities were the same, or at least similar. I 
asked each participant about her identity again after she reviewed transcripts of 
the prior interviews. When initially asked about her roles and identities, Jane 
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described them this way: 
My two major roles are educator—when I say educator I mean 
teacher/conductor, ok? And then mentor. And I don't know that I 
can separate the two of them because even when I'm 
teaching/conducting, I am mentoring. We spend a lot of time in 
rehearsals with me teaching them how to teach, and so my role is 
to model for the students; I don't want them to mirror me, to be 
clones of me; what I want to give them are the tools that they can 
put into their own personalities and then have techniques at their 
fingertips for running a rehearsal, so that's why I say I'm 
mentoring and teaching at the same time, but as far as what my 
major role is? And my identity? I think—in my heart of hearts I'm 
a musician first, ok? And yet if you were to ask my students what I 
am they would tell you that I am a teacher first. And that when 
they say teacher they mean teaching about music but also teaching 
about life. 
Megan: So you consider your roles to be educator and mentor and 
as far as them being identities—you said that they're the same. Do 
you mean that they're the same in that these are roles you play but 
they're the same in terms of importance? What did you mean 
when you said the same? 
Jane: What I mean by that is that I don't know that you separate 
them into two separate identities. I believe that every time we 
teach we are mentoring. They're embedded in each other.  
Megan: So do you consider roles and identities to be the same 
thing?  
Jane: No. Not necessarily. I can play a role if I have to but that does 
not mean that's who I am. A role for me is an acting out of 
something, for whatever it happens to be, but the identity is who I 
actually am inside.  
Jane’s statement that she is a “musician first” aligns with numerous 
studies of musicians who are also educators but consider their main identity to 
be that of a musician (Bernard, 2005; Bouij, 2004; Mills, 2010; Roberts, 1991a, 
1991b, 2000, 2004; Woodford, 2002). In particular, Jane’s comments align with 
Dolloff’s (2007) view that, to be an effective teacher, one must not be afraid to 
 
 
 
144
 
bring all her identities to the table (p. 9).  
At the last interview, I revisited the idea of identity and asked Jane to 
consider if she had changed her mind about her initial comment: 
Megan: You mentioned the musician/teacher [identity] is still your 
main identity, and it's very hard for you to separate the two. 
Would you still consider that to be true? 
Jane: Yes. I love to play, and I love to conduct, and I love to teach, 
and it's all who I am. I told somebody one time, many, many years 
ago that if you were to take the music away from me, I'm not sure 
I'd know who I was. I think that's still true. My Mom said I sang 
before I talked! 
Megan: [Laughs] You also mention the role of mentor is also very 
important to you. Do you have any thought about whether or not 
that's more an identity or does it still remain a role? 
Jane: That's still a role, although I spent an hour and a half on the 
phone this morning with a relatively new college band director 
who was experiencing some issues and needed a mentor. But I 
don't think of myself that way, although my students will tell you 
that if they have problems that they will come to me first. In the 
department, I'm seen as the go to person if you need guidance. I 
think of myself that way—I think of that as part of teaching. 
When initially asked to describe her roles and identities, Melissa was less 
committed to a specific answer: 
Being a teacher, being a conductor, being a leader, a compassionate 
human being . . . that's sort of like being a teacher. Is my identity 
wrapped in that? Probably a lot of it; I mean because it's what I do, 
it's not all who I am but it’s what I do, but a lot of what I do is tied 
into being a—yeah, I'm not counting widgets, that's a different 
kind of identity/role thing . . . I mean, the card carrying band 
director guy, you know, is kind of a corporate model, 
leadership . . . different personality, a little more . . . I don't know, 
that one's tough, to parse that one out, but a role that society puts 
on me, I don't think about [it as] you are a woman leader ergo you 
act this way.  
Megan: Ok. Is it safe to say that these roles are your identities? Are 
they inseparable? 
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Melissa: Well, I guess but there are times where—there are people 
who don't see me as Dr. [Melissa]. You know, when you're a 
student and you're looking at "the professor," we were the ones 
putting expectations on them. You're not really looking at them as a 
person, you're looking at them as role, and you might admire that 
person, but you don't really—in music you get to know the person 
more than maybe a three hundred-member lecture class or 
whatever, so I get that. It's weird to be on the other end of that, 
‘cause I just feel very—they see you more as a role.  
Megan: But I think, it seems to me that, for most music teachers the 
line between role and identity is very blurred . . . 
Melissa: It is very blurred, it's like coaches too—it's like anybody 
that deals with human beings and what they do to try and produce 
something . . . 
In the final interview, I asked if she could clarify her relationship to a 
specific identity: 
Megan: Would you say—you’ve talked about your identity being 
blurred with a role, but do you consider, at least now, your main 
identity to be a band director? 
Melissa: Great question. Are you more than what you do? Are you 
who you are or what you do? I feel like I'm perceived by what I do, 
I feel like I am who I am. I don't feel like I wake up in the morning 
and put my band director pants on—and my cape! I've now 
assumed my role, I don't feel that, but I do recognize it, I do have a 
role. Sometimes I do get put out when people can't—they see more 
of the role than I perceive they see me. That I agree with and I just 
want them to see me . . . I don't think of the identities as being, like, 
separate things. I don't act one way on the podium and then step 
off and I'm—I mean you were there and saw me interact with a 
bunch of people. 
Erin, when initially asked about her roles and identities, stated, 
Erin: I see myself as a leader—it's sort of a natural part of the job of 
like being, director of choral studies, director of bands, it's that—
you are the head of, so you naturally want to take things on 
because a lot of things affect you and what you do. You know I 
also kind of see myself—one of the roles I think I play—not just in 
this department but the whole campus—is someone whose, God 
how do I put this? I was gonna say "feather-rustler" but that's not 
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exactly it, because that implies that you wanna, like, cause trouble, 
and I don't want to cause trouble, but—stir the pot! Let's say that. 
Or, um, ask certain questions that cause people to think things . . . 
Megan: Agitator? 
Erin: Yeah, in a way, but even still, that term is like maybe you 
want to cause problems or something and I see one of my roles as, 
ok, this isn't working, let's make it work. Let's find something—I’m 
not one that's gonna sit back and say, "Yeah, that's just the way it 
is." So that's a role that I see for myself. I also like bringing people 
together, meaning . . . 
Megan: Ok - what do you call that? 
Erin: So, a diplomat.  
Megan: Ok - now if you can think about that—in what ways, if 
any, do any of these roles that you consider—that you play, do you 
consider them your identity? 
Erin: I would say all of them.  
During the final interview, Erin talked about shifting to the identity of 
band director after reflecting upon her interview responses, 
Megan: Do you feel that your identity is more firmly rooted in 
teacher or band director?  
Erin: [PAUSE] That is changing. If I had been asked that question 
two years ago, I think I would have answered that it's firmly in 
teacher, that I think of myself as an educator and as I have—as my 
career has become more elevated, I think more and more I do 
consider myself to be a band director, a conductor. This is a big 
part, actually, of what I've been doing lately, in terms of finding 
happiness and success in my current job and the advice I've gotten 
from a lot of people is, focus on your personal career goals. Now I 
can't—I’m not capable of doing that only because, as I mentioned 
in previous interviews, I love the teaching part of it. It's a big part 
of, certainly, of my identity, as you had asked, but, I think before I 
really didn't think of myself as much a band director/conductor as 
a music educator who conducts. And now, I think, more and more, 
it's a more even thing and as people get to know me as, in my 
professional capacity, as a guest conductor, as a clinician, that has 
also shaped my own identity in that way. 
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The differences and similarities in each of the responses are striking. The 
participants explained their roles and identities as separate, yet also similar. Jane 
drew very clear lines between her roles and identities and was also clear about 
her identities. Melissa seemed reluctant to choose an identity, which fit with 
what I observed. Erin seemed to be searching for a clear definition of role, but 
she was sure of her identity as leader. I found it interesting in the ways she 
talked about her identity changing as her confidence in herself and career grew. 
It is possible that as she has gained more opportunities to conduct honor groups 
and appear at symposiums, she began to see herself more as a conductor with 
educator taking a slightly subservient role. Her answer may also support 
previous research that presents the idea that the role of music educator is not 
only subservient to the role of conductor, but less-than, particularly if a teacher 
sees her musical ability as less-than (see Ballantyne, Kerchner & Arostegui, 2012; 
Bernard, 2005, 2007; Bouij, 1998). 
Each participant was cognizant of her gender attributes and displayed 
tenets of doing gender. In this way, these women presented themselves in the way 
they presumed women “should” be, exhibiting attributes expected of their 
gender: nurturing, sensitive, and pleasant (Babcock & Laschever, 2003, p. 62). 
Additionally, each understood her value (and disadvantage) in performing the 
role of band director. The value of performing the role of band director 
manifested in leading and educating student musicians as they performed and 
studied a variety of works in their quests to become educators. The disadvantage 
of performing the role manifested as not gaining unfettered access to the 
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podium. Gender was always at the forefront for these women as they performed 
their roles as band directors. Each seemed more easily to identify with her roles 
than her identities. In other words, the participants’ understanding of the 
expectations related to the role of band director was easier to negotiate than the 
identities they sometimes struggled to name.  
 The meaning these women derived from performing the role of band 
director seemed plainly attached to their personae. For Jane and Melissa, the 
position of band director represented the role they played within the context of 
their identities as musicians. The exception among the participants was Erin, 
who reported gradually feeling a stronger alignment with the position of band 
director, eventually claiming the role as a major part of her identity.  
 
Strategies for Effective Job Performance as Women 
The third research question was: What strategies did the women develop in 
order to perform their jobs effectively as university band directors? The term effectively 
in this question conveys the type of skills and qualities that typically indicate that 
one is “good at the job” of band director and teacher. These skills include strong 
leadership, productive rehearsals and lessons resulting in ensembles that 
perform musically, and the ability to communicate well with students and 
colleagues. 
Identity Negotiation 
The process of identity negotiation was perhaps one of the most vital and 
complex of the strategies these women developed to thrive and survive 
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professionally. Whether they did this consciously or instinctively, each had to 
negotiate who they were on a consistent basis; interactions with colleagues and 
students alike proved both challenging and rewarding. 
Jane gave the most vivid of descriptions with respect to her evolving 
identity. She spoke of blatant discrimination as an undergraduate: she was 
barred from various ensembles because of her gender and the instrument she 
played (horn). She revealed consistent discrimination throughout her career. In 
each case about which she spoke, her negotiation entailed a constant proving of 
her worth until the group to which she wanted to belong, or the person who 
refused to acknowledge her ability, could no longer reject her. Her career 
evolved as a result of her tenacity, her strongest negotiation tool. She continued 
to encounter discrimination, though she experienced it more subtly than in 
previous years. I viewed such tenacity as an example of what Ahmed (2014) 
refers to as willfulness, a concept that I discuss in detail in the next section. 
Melissa described the political aspects of being in band directing circles—
the ladders she had to climb, the networking necessary to get into a conversation, 
or at least be noticed. The political machinations continued once she secured a 
tenured position but, according to her, these had more to do with colleagues 
within her department than the arena of band directing. Part of Melissa’s 
negotiation tactic—similar to Jane’s—was to be like a bad penny: she kept 
showing up, forcing those who deemed her unworthy to acknowledge her value 
and skill; in other words, she clearly displayed the tenets of willfulness (Ahmed, 
2014). Though the descriptions of her experiences were filled with humor, 
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grappling with confidence was a constant thread. Her use of humor evolved as a 
primary negotiation tool; it became a way to manage issues with confidence.  
Looking back on the beginning of her career, Erin was able to understand 
that her gender placed her in the minority of band directors, and she felt this 
helped to explain why an early teaching contract had not been renewed. Though 
she was singularly focused and confident from a young age, that early defeat 
undermined her belief in her ability. It led her to graduate school, where she 
quickly regained her confidence, and eventually to the university position she 
held at the time of the study; another example of willfulness (Ahmed, 2014). For 
her, confidence was her most important negotiation tool, one also considered to 
be a male attribute (Babcock & Laschever, 2003; Ridgeway & Correll, 2004; see 
also Stets & Harrod, 2004). All conductors must appear confident to be respected 
(Battisti, 2007), but for women who are band directors, having confidence is an 
especially important trait to possess (Bartleet, 2008a; Cheng, 1998; Sears, 2014).  
The descriptions that these women provided about navigating the arena 
of band directing suggested the variety of ways that they negotiated their 
identities as band directors. These evolved to include tenacity, confidence, and 
humor. As they gained experience in their profession, keeping these traits alive 
became increasingly important to their survival. It was also important to each of 
them to retain their sense of femininity while performing the role of band 
director. Their attention to attire and recognizing their use of gendered attributes 
(both male and female) as assets in their positions of leadership reflected their 
concerns about their femininity. Mennesson (2000) indicated the importance for 
 
 
 
151
 
women to retain female appearance while in a masculine career. Lucas & Steimel 
(2009) also lent credence to women who retained their femininity in a 
traditionally masculine job—an issue they identified as important to both women 
and men. In keeping their femininity intact, women retained their gender 
identity, and men were reminded that gendered identities remained. 
Additionally, the men in the Lucas & Steimel study accepted the women who 
worked in a mining company when they proved their competence, showed they 
were able to withstand sexist workplace humor, and managed to retain their 
femininity. Though women were accepted in a traditionally male-dominated 
position, the boundaries of patriarchy remained intact. The same held true for 
the participants in this study: each remained willful as she stayed the course to 
become a band director, remained undeterred, and adapted to the culture as 
necessary to gain acceptance within a patriarchal system. 
Professional Identities 
Musicians first. Erin initially described her identities as teacher, “stirrer of 
the pot,” and diplomat. Her teacher identity began as her most significant, 
although by the end of the study, she felt a stronger affinity with band director 
and conductor. Jane was clear about identifying herself as a musician first and 
educator second. Melissa struggled to name a single specific identity—she was 
reluctant to name even one. If Melissa did not want to claim an identity, perhaps 
her thinking was that she could lessen the responsibility of living up to the 
expectation of such an identity. Though she was not comfortable labeling herself 
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with a particular identity, through interviews and observation, I placed her 
primary identity as teacher.  
Each participant closely related to the identity of musician. Through both 
interviews and observations, it became clear to me that the participants’ primary 
identities were based on their sense of being musicians (though only Jane stated 
this explicitly). This was evident in observation of rehearsals and lessons, and 
even within interviews, being a good musician seemed vital. Without solid 
musicianship, each would have had little credibility, and there would be little to 
negotiate. Gould (2001) speaks about the importance for some women band 
directors to identify as a “musician” or “conductor” as opposed to “teacher” or 
“band director” (p. 16). Musicianship was the currency that bought the 
participants the respect needed to assert leadership in front of an ensemble.  
Additionally, when considered as currency, musicianship may also serve 
to separate these women from the designation woman band director, a label that 
each participant seemed eager to shed. Women who occupy positions typically 
held by men have reported similar concerns with the gendered adjective woman 
added to their title; for example, woman engineer, instead of simply “engineer” 
(see Jorgenson, 2002; Miller, 2004), or female drummer, instead of merely 
“drummer” (see Suzuki, 2014). Deleting such a designation could be a step 
toward removing the opportunity for bias and toward the goal of making the 
position gender-neutral.  
Educators. Each participant, while perhaps not conscious of the ways in 
which she negotiated her identity, did so. In observation, Erin negotiated her 
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identity as teacher in rehearsal: demonstrating clearly with verbal and non-
verbal cues, explaining to students why she asked for certain musical responses, 
and inviting input from the students. I observed that even when correcting a 
repeated or obvious error, her intent was––always––to teach. When she made a 
mistake, she owned it. Erin deftly combined control with a sense of “we’re in this 
together” during the entire rehearsal.  
Off the podium, students asked Erin a variety of questions related to 
student teaching, conducting of specific musical passages, performance 
technique, and repertoire. Within the academic faculty setting, Erin’s negotiation 
of identity was evident in her accounts of attending action committees and 
department meetings. While she expressed a willingness to participate and 
understood why her attendance at these meetings was important, she also 
expressed frustration with some committee members and their perceived lack of 
energy (or interest) in getting tasks done. Erin presented herself very much as an 
action-oriented educator with little patience for colleagues who were not. 
Melissa negotiated her identity as teacher in a fashion similar to Erin, 
observable in rehearsals and conducting lessons. In particular, she led a graduate 
seminar in a study of a contemporary work in which she asked students to create 
a list of questions to ask the composer during a video chat. In her role as teacher 
in the seminar, Melissa let the students lead the discussion, thus helping them 
take responsibility for their own learning. In this situation, it was clear that she 
was the teacher and the students treated her as such, but there was a perceptible 
collegiality between Melissa and the students.  
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Jane most clearly negotiated her identity as teacher in rehearsal, asking 
questions of the students as they rehearsed: why should we shape this phrase 
this way? Who has the melody in this section? What is happening harmonically 
here? Sometimes the questions were less direct than these examples. At one 
point, Jane asked one of the clarinetists to play a specific passage and then to 
listen to the alto saxophonist play her part in the same musical section. Jane 
waited a minute until the clarinetist realized that her part dovetailed with the 
saxophonist’s; she had not understood it fully until then. I was impressed with 
how Jane balanced the directness of “I want you to do it this way” with a 
communal “Why are we doing it this way?” method as a band director. Many 
band directors, in my opinion, spend the rehearsal telling students exactly what 
to do instead of engaging them in the musical decision-making.  
Jane also negotiated her identity as educator in the hallways and in her 
office as she worked with students to answer questions, and to offer suggestions 
and encouragement. The students saw her as a teacher and musician, whether 
seeking her counsel or respectfully following her direction in rehearsal.  
Living Within Band Directing Culture 
Through interviews with and observations of the participants, it became 
clear that each had to negotiate their identity(ies) as a result of gendered 
expectations in the arena of band directing and academia. Each of the 
participants reported a variety of situations where they felt they were treated 
differently as members of the band directing community because of their gender. 
Based on the participants’ descriptions, the culture of band directing has 
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softened its stance on women as band directors across the decades, but room for 
improvement remains. All of the participants described some form of 
discrimination, from subtle to overt. When women show leadership 
characteristics typically displayed by men, discriminatory behavior can manifest 
(Ember, 2016; Mennesson, 2000; Pogrebin, 2016; Silva, 2008). Each of the 
participants described numerous encounters with discriminatory behavior, and 
each chose to be willful in their responses.  
Erin described comments made by men about her attire on the podium, 
yet refused to let those comments influence her choice of attire; Melissa reported 
a former student’s refusal to communicate with her while he was in the ensemble 
she conducted, so she used humor to deflect; Jane talked about being treated 
dismissively by male officials when she took her marching band to away games, 
yet did not flinch in reasserting her position as marching band director each time 
those officials refused to recognize her. Erin started her career when women 
were beginning to gain more visibility and acceptance as band directors, so this 
may explain why she described her experience of the culture as more welcoming 
than that described by Jane and Melissa.  
Though more women are visible as band directors, it appears that some 
discomfort in seeing women in these leadership positions remains within the 
band directing culture. The culture of band directing is built on attributes 
generally associated with men: assertiveness, leadership, decisiveness, and 
ambition. It is a culture also built on Othering and exclusivity––a culture where 
women, if they are to be successful, must negotiate pathways to gain entrance 
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and then acceptance. Such negotiations may include adopting gendered 
attributes to be considered capable. Perhaps the most intriguing finding is that 
women may find themselves perpetuating the problem by making such 
negotiations. It would seem that they are caught in a double bind: negotiating to 
become part of a culture that did not want them there in the first place.  
Doing Gender  
To varying degrees, each participant felt that the qualities expected of 
women lent themselves to the conducting position. Within doing-gender theory, 
such attributes meant that these women were involved “in a complex of socially 
guided perceptual, interactional, and micro-political activities that cast particular 
pursuits as expressions of masculine and feminine ‘natures’” (West & 
Zimmerman, 1987). In other words, the participants acted out gendered 
guidelines generated by society; however, each understood collaboration, 
nurturing, and developing relationships with their students to be “female 
attributes” that they not only embraced, but also felt necessary to be effective in 
their jobs as conductors and teachers. Erin described why she felt it was 
important for students to get to know a conductor off the podium: 
For me, it's important; I will talk one-on-one with students and tell 
them personal stories about me. Many of them who've come in 
here and––students come in a lot and say I'm having this problem, 
they'll tell me about personal issues that they're having—I'm sure 
it's like this for you, too—music is one of those things where, often 
they feel comfortable. So, I'll tell personal stories about myself and 
share with them and relate to them and help them see that they're 
not alone. (Erin, interview, November 12, 2014) 
For Erin, displaying female attributes was simply part of the “band 
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director package” she presented to students on a daily basis. While aware of 
these feminine attributes, she viewed them as intrinsic to what it means to be an 
effective band director. Whether or not Erin wanted to deflect from consciously 
displaying gendered attributes, my observation was that of someone who indeed 
was doing gender. Erin presented herself in a feminine manner not only with her 
display of female attributes including collaboration with, and a caring attitude 
for students, but also in her choice of attire. Yet she was concurrently conscious 
of having to include male gendered characteristics; her attributes of authority 
were deftly balanced with collaboration in a way that garnered respect and 
affection from students, cementing her identity (which she would acknowledge 
later) as a band director:  
I've had, especially young women say to me, “wow, I've never been 
around someone like you, I've never seen a [female] conductor,” 
number one, but it's more than that, it's like this idea of someone 
who's doing—I'll just go ahead and say it—doing man-like things! 
You know, what they associate with men doing. And yet, I'm also 
feminine. I wear high heels, I've got long hair, so that's what I feel 
like, for some of the students their experience of me is unique. 
(Erin, interview, November 19, 2014) 
Being able to offer both of these expected attributes is a common 
predicament for women who find themselves in male-dominated fields (Lucas & 
Steimel, 2009; Mennesson, 2000). Melissa relayed the following ideas about what 
she strives for in the relationships with students with whom she works, and how 
perceptions about her gender play into her efforts:  
There is a way, a difference, by being a teacher, you're a nurturer, 
you're supportive, you put the students first, you try to lead by 
example, you try to be prepared, you're trying to be a role model 
of some sort and some people think, "So glad a woman's here," so 
you have that—I used to not like that, now I get it, it's fine . . . And 
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then there's certain things we can get by with that guys can't—you 
can be a little bit, clowny—I can hug a kid and [not] feel like I'm 
gonna go to jail tomorrow, you know? (Melissa, interview, July 3, 
2015) 
Melissa’s comments support doing gender theory, as she was keenly 
aware of how female attributes put the job of band director in a different light 
from that of her male counterparts. Yet Melissa seemed to struggle the most of 
the three participants with how to best use those attributes or, at least, how to 
meet the expectations of others.  
Jane discussed how female attributes contributed to being a band director:  
I will make this statement; I have no basis for it, but I think that 
women conductors are often more balanced in that respect, that 
they are aware of the full ensemble and the individual personalities 
more than the male, our male counterparts.  
Megan: Why do you think that is? 
Jane: I think women are just hot-wired to be more nurturing and to 
be more aware of emotional issues that children may have. (Jane, 
interview, April 9, 2015) 
Conversely, Jane mentioned, on more than one occasion, how the element 
of fear factored into her demeanor both on the podium and off: 
Megan: One of the things that I noticed throughout all three 
interviews is—you talk a lot about students fearing you; you 
mention the word dictator, you talk about having a manly 
demeanor on the podium, and I'm wondering, I'm assuming that's 
all by design, whether it's conscious or not––but do you have this 
underlying fear of being messed with, of not being taken 
seriously?  
Jane: You know, I've thought about that too ‘cause I've re-read all 
the transcripts since I knew we were going to be talking, and what 
I'm trying to figure out is whether or not my defensiveness is 
gender-related or if it's just still a by-product of an extremely 
abusive childhood. And to be honest I am not sure that one can 
separate the residue from extreme abuse, you know? Especially 
when you consider that you're always under scrutiny. I do notice 
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that I feel more defensive—I don't want to use the word defensive, 
‘cause I really am very comfortable on the podium, but I am more 
aware of having to be in control with the college level students 
than I am with high school or middle school. (Jane, interview, June 
17, 2015) 
These participants’ understanding of female attributes support the 
concept of doing gender theory. West and Zimmerman (1987) introduced the 
idea that gender is something one does as opposed to who one is, that gender is 
created socially as people learn through interaction and observation (p. 129). 
Furthering this concept, Risman and Davis (2009) argue that viewing gender as 
social structure gives a clearer lens to understanding gender on an individual, 
interactional, and institutional level (p. 733; see also Lorber, 1994). Each 
participant described interactions on these levels. Finally, Butler (1999/2004) 
asserted that, in performing their gender in ways that are expected, women may 
unwittingly diminish their own value.  
Although perhaps not fully cognizant of their behavior, these women 
displayed examples of doing gender by collaborating in various ways with their 
students. Such displays of collaboration proved not only natural outcomes but 
also important to their identity negotiation. Students in their ensembles showed 
respect and validated each as conductor. The differences I observed were 
primarily in the delivery of information. Each participant’s personality was on 
display: Erin was focused and confident but allowed for moments of humor. 
Melissa was clear and collegial, deftly creating a style where the focus was on the 
objectives of the day, but also inviting and respectful. Jane was in control and 
direct, evoking a style not unlike male conductors. Her demeanor was possibly 
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due to the influence of the males who mentored Jane as a young conductor. This 
was reflected in an interview: “At the beginning of my career I was very 
masculine. My only role models were men. And so, I was a tyrant on the 
podium. I have mellowed greatly!” (Jane, interview, April 9, 2015). Though she 
talks about such a display as part of the early stages of her career, through my 
observations of Jane in rehearsal—and her own admission of needing to be in 
control—it was evident some of that male influence remained.  
Each participant understood her role as a band director and fulfilled most 
of the expectations commonly associated with that role: exceptional 
musicianship, solid leadership abilities, conducting skills, strong work ethic, and 
dedication to the musicians and the music (Battisti, 2007). The only expectation 
they could not fulfill was the expectation that only males can be band directors. 
Within the context of identity theory (Burke & Stets, 2009; Biddle & Thomas, 
1966; Burke, 2006; Davis, 1966), one of the primary interests of this study was to 
discover how women who are band directors interpreted the role expectations 
associated with being a band director. The participants clearly understood the 
expectations of that role, especially the overarching expectation that band 
directors are typically men, yet their focus was on the primary expectations that 
(good) band directors are strong leaders, strong musicians, and strong 
conductors. It would seem reasonable to consider that doing gender is a 
common, if not necessary, part of daily life, particularly if one is in a career 
dominated by a single gender.  
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Identity and doing gender. For the female band director, doing gender may 
be a necessary part of doing the job well. Each participant expressed that she 
used attributes such as collaboration (to varying extents), compassion, and 
“mothering” in her role as a band director. Melissa displayed this often in 
rehearsal and with graduate students in seminar. Erin displayed compassion in 
keeping an “open-door” policy with students, offering a place to bring personal 
and musical problems. Jane, though not a parent, displayed attributes of 
mothering when she spoke of seeing students as more than musicians. There had 
been a recent spate of music students struggling with personal problems at her 
school. She felt she had an ability to watch and care for these students in a way 
that a fellow male band director, in her opinion, could not.  
Over the duration of the study, Erin moved from identifying herself as an 
educator to identifying as a band director. As Erin’s artistic conviction grew, so 
did her assertiveness and her comfort in aligning with some of the more 
masculine traits of the band director. Perhaps she finally saw herself gaining 
acceptance within “the club.” For Erin to gain such workplace acceptance, she 
had to display at least some male gendered attributes; that is, she had to be 
willing to be aggressive on her own behalf to “move up the ladder.”  
When women advocate for themselves in the workplace, backlash 
sometimes occurs (Prentice & Carranza, 2002), and Erin described instances 
where this had happened: students dropped her class, and comments were made 
about her conducting attire, for example. As a novice middle school band 
director, she struggled to assert herself when her position was challenged. She 
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spoke of being emotional in meetings with superiors when her job was in 
jeopardy and not being comfortable with fighting back, both of which have been 
identified as female gendered attributes (see Babcock & Laschever, 2003). As Erin 
gained confidence and professional exposure, a shift in her own gendered 
expectations may have occurred as well. 
Confidence 
It can be no surprise that confidence is a vital component of one’s makeup 
as a conductor, male or female (Battisti, 2007). For women to be successful and 
gain the trust and respect of the musicians they lead, confidence is even more 
important (Bartleet, 2008a; Cheng, 1998; Sears, 2014). Generating, lacking, or 
simply having confidence were common threads amongst the participants. Each 
mentioned confidence as a key component, either directly or indirectly. Each 
participant displayed an intriguing relationship to confidence. As I observed 
them on the podium, each was clear, direct, and focused on the musical task at 
hand. Off the podium, there was a difference in the ways each managed her 
sense of confidence. Erin had no problem with projecting a confident demeanor 
and also brought a diplomatic manner to the table when dealing with students 
and colleagues alike. Erin revealed being confident, even as an adolescent 
musician. Granted, her career was relatively new compared to the others, and 
she has experienced fewer stereotyped or chauvinistic comments or behavior. 
Still, I was impressed with how it was a “non-issue” for her. Erin related that 
she’s always been confident in her abilities, even from childhood: 
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Always from a very young age, I had a lot [of confidence] and 
knew I had a lot of ability, so I’m sure in some way, in addition to 
just who I was born to be, those things combine to really, like, I 
was confident. I started playing in youth symphony, I went away 
to summer music camp and stuff, so I was like, a musician. I was 
also a good athlete; I was in student government. I did a lot of 
things and I felt very confident that I was gonna do well. (Erin, 
interview, November 10, 2014) 
She felt students also saw her as confident:  
I think that their awareness of me is that I am a confident woman, 
which I think for a lot of them is unusual. I don’t know that many 
of them have been around a lot of women like me, in terms of . . . I 
mean business, I’m certainly confident in who I am, what I want, 
what I’m asking for—there’s no bullshit. (Erin, interview, 
November 10, 2014) 
Coupled with being confident, maintaining control was important to Jane. 
Off the podium, she deftly combined her confidence with approachability. Jane 
embodied the most traditional conducting style in rehearsal, due in part to her 
aforementioned need to exude confidence, but perhaps also because all of her 
mentors had been men. She spoke of her male mentors as highly influential and 
important to her growth as a musician and teacher; each offered guidance upon 
which she continued to rely. While she acknowledged this strong influence, her 
confidence came about in large part because she knew she needed to be 
confident to be considered competent.  
Though Jane had always been confident in who she was as a musician, she 
spent much of her life feeling that she had to prove herself, overcoming one 
roadblock after another to gain the respect and trust of those who would educate 
her and employ her (Bartleet, 2008b; Brown, 2003; Elkins, 2008; Fincher, 2009; 
Furman, 2012; Lamb, 1996). Beginning with her freshman audition in college, 
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Jane was told she could not be first chair in her section because: 
It was a culture, it came from the students, it came from the 
director of the orchestra, “you know we really don’t get women 
playing first horn parts.” But then I went back the next year. I 
practiced very hard and went back my sophomore year, got the 
chair and there was never any question about it from then on. It 
was like everything changed, and then all of a sudden, women 
started getting positions in other ensembles. (Jane, interview, 
February 16, 2015) 
Even if she was confident, a lingering issue of confidence as a survival tool 
remained. If one was confident but could not prove she belonged, a woman’s 
credibility was in serious doubt: 
Mostly just that, as I think back now, I’ve been teaching since 1973, 
so 40-plus years of teaching, that part of it is the maturing process 
in itself, but part of it is that I think acceptance of women in the 
profession has improved, but I don’t feel anymore that I have to 
prove anything. At the beginning of my career, I felt like I had to 
prove that I could do it just as well as the men. I remember talking 
to [name withheld] one time when we were talking about this 
issue, and she said “well, it wasn’t that we had to do it as well as 
the men, we had to be better than the men.” (Jane, interview, 
February 16, 2015) 
Melissa’s relationship to confidence was the outlier in my research. On the 
podium or in seminar, she was plainly in charge, but a common theme through 
the interviews was her admission of a lack of confidence. She spoke multiple 
times of her fear of not being good enough, especially in the beginning stages of 
her career: 
My overall thing from the beginning [was] that [when] I started 
every opportunity, and I don’t mean this flippantly or anything 
else, [I] was trying to—just do it. I didn’t think about being a 
woman—I was trying not to suck. I was insecure. Next job’s [here], 
great, now I’m gonna go to grad school for a doctorate, I was 
nervous about it, was insecure about it. So, ok, I was either going 
to go [this school] or [that school], wind up going [there], then 
when [I] got my first college job, [was] extremely insecure about it. 
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Didn’t have anybody saying “atta girl,” you know and the most 
insecure was whether I was worthy enough of being the type of 
musician I wanted to be. (Melissa, interview, July 3, 2015) 
Her struggle to be confident remained: 
I feel like, all the time you’re half a day ahead of just like, don’t 
suck, you know? Try really hard not to suck today. Like I don’t 
feel like I’ve got a big bag to fall back on of my depth . . . makes 
me . . . keep going forward. (Melissa, interview, February 26, 2015) 
Nonetheless, in my observations of her in rehearsal and with students and 
colleagues, it became clear that Melissa was indeed accomplished and well 
respected. One moment in particular comes to mind: I noticed several awards 
and plaques on the wall of her office. I made a remark about them, to which she 
replied, “Oh yeah, I’ve got a million more at home. I just stuff ‘em in boxes” 
(Melissa, interview, February 26, 2015). I reflected on how Melissa fought to 
consider herself worthy of the positions she has occupied and worked very hard 
to obtain. Some academics struggle with the “idealized expectations” of what it 
means to teach at the university level (Knights & Clarke, 2014, p. 5). Such a 
struggle can lead to imposter syndrome, “a belief that one is not capable or 
adequate as others think” (p. 9). Originally identified by Clance and Imes (1978), 
and sometimes associated with professional women, an imposter will “deny 
their success is related to their own ability” (Sakulku & Alexander, 2011, p. 78). 
Clance (1985) outlined six characteristics, of which an individual must experience 
at least two, to be considered experiencing imposter syndrome. Based on 
comments like the ones quoted in the previous paragraph, I found Melissa fit 
three criteria: denial of competence, discounting praise, and fear of failure 
(Sakulku & Alexander, 2011). 
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I concluded from my interviews and observations that these women had 
to be confident, but on more than one level: they needed either to actually be 
confident or else they needed to manufacture confidence to be seen as competent 
band directors, teachers, and musicians. They also needed to be confident in their 
understanding of their own gendered attributes (male and female) and biases. 
This was the extra “baggage” that they carried each time they ascended the 
podium. 
Humor 
There’s always that little thing, “Not bad for a chick! Joking, joking!” I joke right back, 
I’m like, “You’re darn tootin”!  
 
(Melissa, interview, February 24, 2015) 
 
Eagly and Carli (2007) reported, “women who have difficulty being heard 
sometimes cope by being persistent and using humor to their advantage” (p. 
111). The participants used humor to help perform the role of band director. 
While each participant had a healthy sense of humor (indeed, it seemed 
essential), for Melissa, humor was the most important tool she used to deflect 
negativity. The emotionally charged situations that she described were always 
imbued with a sharp wit. Her sense of humor was almost always on display. I 
witnessed this in rehearsals and private lessons, as well as in the interviews. 
Melissa also relied on humor as a shield. Using humor was simply how she dealt 
not only with daily situations but also those that were particularly stressful. Each 
participant mentioned colleagues or acquaintances asking them to address, either 
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directly or indirectly, the issue of what it was like to be a female band director. 
Melissa understood such a request to be unusual:  
And my stock answer is, “I don't know, I've never been a man!” 
And they like that! It's good that I'm quick because you can swat 
those away, you know? “How do you feel about being a young 
conductor?” “Something I work on every day.” [laughs] “How do 
you feel being an old man?” They don't say the young thing 
anymore, tragically, but the woman thing, as it's come up, if it's 
come up in an overt way, like that, I've dealt with humor or—
something appropriately witty. (Melissa, interview July 3, 2015) 
 
This was an example of several instances when she used humor to diffuse an 
uncomfortable situation; for her it was an especially important tool, perhaps 
even a shield, which I believe may have been as important to her as her 
musicianship. It was this aspect of her persona that allowed her to relate to 
students effectively. I was impressed by the way Jane recalled the many 
stereotypical insults and comments to which she has been subjected and how she 
injected them with a keen sense of wit. I concluded that maintaining a sense of 
humor was an important tool that the participants employed, not only to help 
diffuse uncomfortable situations but perhaps also to provide another way to 
show that they “belonged.” It was also an important tool these women used to 
remind others that they could “take it.” Being able to “take it” may place women 
in the “she’s one of the guys” categories of acceptance, a way of both garnering 
respect and possibly confirming her gendered identity. This is an example of 
what Lucas & Steimel (2009) refer to as gendered identity strategy (p. 336). In 
utilizing humor to confirm she belongs, the participant “connects her identity to 
her ability to be one of the guys” (p. 337). In this study, the participants’ 
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gendered experiences as band directors were connected to their ability to engage 
in—and endure—attempts at humor by their male colleagues. 
While the use of humor was indeed an important component in their 
gendered experiences as university band directors, I found it compelling that, for 
the participants, its use seemed a way to mask genuine slights and other forms of 
rejection by peers. Certainly, humor is used to help cope with adverse conditions 
in life (Ford, McCreight & Richardson, 2014, p. 453), but for women, humor is 
used specifically to “build solidarity” (Romero & Cruthirds, 2006, p. 65) and 
resolve conflict (Smith, Harrington & Neck, 2000). In this study, humor was used 
primarily to ease tension over an insult and to let the perpetrator know she was 
not bothered, at least at face value. While perhaps not their intent, the 
participants’ use of humor excused, rather than condemned, sexist behavior. 
Such conciliatory examples of doing gender placed these women in the position 
of meeting gendered expectations by being pleasant, and in so doing, making 
uncomfortable situations comfortable for those who made the experience of 
being a band director difficult.  
Connecting 
Creating music is a unique way to connect with others, primarily because 
much of the communication is via an instrument, unspoken. The old standard of 
conductors communicating through intimidation has seemed to soften 
considerably: Battisti (2007) cites compassion and courage among several traits 
deemed necessary for conductors (p. 81). In showing compassion, a conductor 
shows she cares about her musicians; with courage, she has to be confident in 
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making what may be unpopular decisions but best for the group. Each 
participant had her own way to display these two qualities. Erin seemed equally 
comfortable balancing emotion with control. Melissa showed care in a 
conducting lesson as she worked with a graduate student on how to get through 
a particular passage, pointing out her own discomfort with an aspect of the 
section but still managed to show the student a simple way to communicate the 
musical message she felt the student wanted to convey. Jane was direct with 
students in rehearsal yet also clear about the importance of empowering them in 
rehearsal. I asked about a specific moment when she singled out a student:  
One of the things I try to do with them is help them self-analyze, 
so we spend a lot of time, most rehearsals, with me saying, "what 
are you hearing?" And so with the first trombone player, he comes 
to us after having been away for a year in the military—he went to 
the music school, got some pretty good instruction, and I like to 
give him the responsibility of dealing with [the section] because 
he's shy, and he doesn't always want to do it. I'll just say, "Adam, 
can you fix that?" And the students know that that means they are 
being recognized as leaders and that it gives them a sense of 
ownership. So, one of the things, I think with any second band, not 
just this one, is having the students feel like they have ownership 
and they can be proud of the ensemble and not feel like misfits or 
the people that didn't make the top band. I spend a lot of energy 
empowering them. I really––I never feel much gender problems 
from them. (Jane, interview, April 9, 2015) 
All participants expressed making connections with students as vital to 
the position of band director. Though each understood creating music as a 
distinct way of communicating with students, connecting was in large part how 
these women gained acceptance as band directors. I discovered a sense of 
vulnerability underlying each of the quotes that follow. I found them especially 
illuminating, since the position of band director is one largely based on the image 
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(or illusion) of authority (Bartleet, 2008b; Cheng, 1998; Tommasini, 2007). For 
these women, whether or not it was stated or shown outright, being vulnerable 
was necessary to relate to students effectively. This concept of connecting has 
been attributed to women as a trait expected of them; however, to gain 
acceptance within a group, these women had to strike a delicate balance between 
displaying command and vulnerability. “They [women conductors] have to find 
a subtle balance between the authoritative leadership that the conducting 
profession demands and the more collaborative approach to leadership that they 
are socialised to follow” (Bartleet, 2003, p. 228; see also Cheng, 1998). Sears (2014) 
offers a more pointed assessment of this balance: “[Women] negotiate the 
competing roles of authoritative conductor and caring teacher through a careful 
balancing act of gender performance that allows them to operate within the 
socially constructed norms of the profession” (p. 5). In forming and maintaining 
such relationships with the students, the participants perhaps did their most 
effective negotiating. Erin spoke specifically about how she developed 
relationships with students: 
I will talk one-on-one with students and tell them personal stories 
about me. Many of them who've come in here and—my students 
come in a lot and say, “I'm having this problem,” [and] they'll tell 
me about personal issues that they're having—I'm sure it's like this 
for you, too—music is one of those things where, often they feel 
comfortable. So, I'll tell personal stories about myself and share 
with them and relate to them and help them see that they're not 
alone, but I don't do that on a grand scale . . . it's [just] very 
important for me that my students know that they're getting me, 
that I'm being authentic with them. (Erin, interview, November 12, 
2014) 
For Jane, being in relationship with students meant that they would see 
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both a “dictator” and a problem solver. While her office door was always open:  
The students that I conduct—my relationship with them is one—I 
guess they would probably say that I'm a little bit of a dictator, ok? 
But also, I'm the first one they come to when they run into 
problems. (Jane, interview, February 18, 2015)  
She also knew the importance of projecting a no-nonsense persona, especially in 
her position as a marching band director: 
You can't take any nonsense from 200 kids standing out on a 
marching field when you're the only person there that's teaching. 
Everybody else is a grad assistant or a student leader, and so you 
just have to, “ok, guys, we're gonna get this done!” (Jane, 
interview, February 18, 2015) 
Melissa described an atmosphere of mutual respect that she tried 
to cultivate with students: 
I'd like to think it's—you know I think it's cordial, I'm me, I like 
'em, it's an open-door policy, they come in—they think [my] 33-
year-old assistant is way cooler than the den mom, I will say that, 
so I'm not the cool kid on campus, but I think there's a mutual 
respect there, for sure. I'd do anything for them, so I think it's 
good, I mean, there's nothing bad about it. I try and push them the 
ways I think they need to get pushed and try to invest in them like 
any teacher that I know. (Melissa, interview, February 24, 2015) 
 
Agreements 
The process of a woman’s acceptance into the role of band director 
functions in some ways like a tacit agreement that represents ongoing identity 
negotiation in a gendered environment. When one seeks verification of a 
particular identity, the group to which she wishes to belong “agrees” to treat her 
as owner of that identity, affirmed by the qualities expected of that role. Women 
who seek affirmation as band directors and conductors must aptly display the 
characteristics of these roles, among them strong musicianship and leadership in 
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order to gain such affirmation, resulting in an “agreement.” Based upon the 
research done in this study, most students and colleagues came to agree that 
each participant aptly filled the role of band director and conductor, sometimes 
displaying masculine traits normally associated with that role. Burke and Stets 
(2009) state, “the meaning of one’s identity has implications for how one will 
behave, and one’s behavior confirms the meanings in one’s identity” (p. 49). Such 
confirmation equals an understanding that occurred even when a participant did 
not expressly state she held “band director” as an identity. In this view, the 
examples of identity negotiation described by the participants were extensions of 
“agreements” made between people and the groups to which they aspired to 
belong.  
Ahmed, however, offers a different view of “agreements,” via an 
unpacking of the will. In Willful Subjects, Ahmed (2014) states, “we become 
willing by learning not to become conscious of an agreement” (p. 75). Women 
who choose to become band directors may develop the need to be persistent, 
perhaps even willful in their quest to gain acceptance, especially when an 
“agreement” of identity cannot be reached. (Both Jane and Melissa experienced 
this early in their careers, and Jane continued to experience a refusal to agree that 
she was a band director when she took her marching band to away games). Some 
of the data reflected the participants’ ability to persist, “to not become conscious 
of” being unaccepted; in the face of such un-acceptance, they remained able to 
hold onto their own identity(ies)—they were willful. The added component is 
that each participant negotiated their identity via gendered experiences. When 
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faced with the desire to become a band director, gender became the first 
roadblock: then a negotiation of that identity. Each participant revealed 
experiences reflecting “disagreement” when seeking affirmation: Jane was 
subject to blunt and disarming scrutiny over musical choices for an honor band. 
Erin faced uncomfortable commentary about her attire and encountered a 
student who elected to change his major to avoid confronting his gender bias. 
Melissa also reported a series of unusual experiences related to her gender: a 
student who refused to communicate with her during his tenure in her ensemble, 
public humiliation when she was unable to complete committee work due to 
extenuating circumstances, and an unusual series of hurdles to jump on her way 
to being promoted to professor. 
The processes of negotiation within the gendered culture of band 
directing represented a variety of tactics that involved displays of humor, steady 
confidence, and willfulness. Melissa responded to comments about her gender 
with wit, refusing to show any unease. Erin cultivated her sense of confidence 
and musicianship to garner respect among colleagues and students. Jane, despite 
being told that she could not join marching band, play first chair horn, or teach 
instrumental music because of her gender, refused to take no for an answer and 
proved people wrong consistently. Within the context of this study, I deem such 
persistence to be willful. As Ahmed explains: “once you are charged with 
willfulness, you are not with. To be not with is to get in the way,” to be a barrier to 
others who wish to “go with the flow,” or who want to continue with the status 
quo (p. 152). To be not with, Ahmed declares, is a “problem of female character” 
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(p.153). Gould (2003) concurs: “as college band directors, women are clearly the 
wrong gender” (p. 6). Thus, women who become band directors are (and 
continue to be) representative of the “problem of female character.” As Jane’s 
early experience dictated, she was certainly not with; she presented a problem 
which apparently did not need resolving: such a resolution would have damaged 
the status quo in band directing culture. Bartleet (2008b) offers a view of women 
conductors as problematic:  
The implication . . . is that the [conducting] profession on the 
whole is not responsible for the women’s minority status; but 
rather that the women themselves are to blame. This reasoning 
leaves women conductors as the problem or as having a problem 
and male conductors as achieving success in a neutral system 
through no fault of their own . . . currently, their success or failure 
depends on their ability to comply with the profession’s gendered 
expectations. (p. 36) 
That each participant was not with in their own way was both a revelation and a 
disappointment––revelation because each deemed herself important and capable 
enough to challenge the system at every turn; a disappointment because each 
had to challenge the system at every turn, in spite of being perfectly competent.  
Another term Ahmed (2015) uses that seems fitting in the context of this 
study is feminist killjoy (p. 152). A feminist killjoy is a woman who speaks louder 
when she is not heard, is accused of getting her way when she is simply getting 
in the way, a woman who declares herself unwilling to participate in a culture 
that demands she exist in a demeaning way (p. 152). The history of the band 
directing culture includes those who have asked (and in some cases continue to 
ask) that women exist in ways that not only serve to keep them at arms’ length 
but also perpetuate what Koza (2005) refers to as a “toxic environment” (p. 189). 
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Women must prove themselves worthy by being twice as good as men (Graeves-
Spurgeon, 1998; Sears, 2010, 2014), managing the “double bind” of female band 
directing by balancing both male and female attributes, by retaining their 
femininity so they remain recognizable as women while leading an ensemble in 
an authoritative manner (Bartleet, 2003, 2008a; Sears, 2014), and taking on extra 
responsibilities to prove worthiness and dedication to the profession (Acker, 
2004; Armenti, 2004; Growe & Montgomery, 2000; Koza, 2005; Sheldon & 
Hartley, 2012; Sipes, 2010). 
For the participants of this study, “speaking louder” was manifested in 
simple yet bold ways: interviewing for the band director job, stepping onto the 
podium, and picking up the baton. Being “unwilling to participate in a 
[demeaning] culture” meant pushing back when a student or colleague expected 
(or demanded) appropriate—gendered—behavior. Sometimes, however, they 
chose not to push back. Melissa did not push back when reprimanded in front of 
other colleagues after arriving unprepared to a committee meeting; Erin did not 
push back when she was essentially forced out of her first teaching job; Jane took 
a choir position that she did not want only to be an inch closer to the band 
directing job she did want. Perhaps they did not feel that they could push back. 
These experiences, however, informed their future experiences, allowing them to 
see the band directing and academic cultures in broader terms, and perhaps 
emboldening their resolve to be willful as their careers—and identities—took 
shape.  
Being willing to be willful proved a vital tactic in each participant’s 
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experience within the gendered culture of band directing: to gain acceptance and 
be successful, these women had to get in the way and had to speak louder. They 
became feminist killjoys.  
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CHAPTER SIX: TO BE SEEN . . . AND HEARD 
Femininity can be lived as the accumulation of experiences of being silenced; of 
having to overlook how you are looked over. 
 
(Ahmed 2015, p. 155) 
 The purpose of this study was to understand the ways three women have 
experienced gender within the culture of band directing while identifying as 
women, university-level band directors. This chapter serves as the culmination of 
my study, in which I present additional avenues for discussion, conclusions, 
implications for music education, limitations of the study, future ideas for 
research, and my final thoughts.  
The questions posed in this study were, at times, not easy to answer. The 
participants did not always give clear answers, and sometimes the answers were 
unexpected. For example, it was unexpected that Melissa would struggle to 
define her identity; it was unexpected that Erin would have fewer obviously 
gendered experiences with band directing culture than Jane and Melissa; it was 
unexpected that each consciously used gendered expectations to their advantage. 
Their gendered experiences as band directors, which included the 
trappings of the role of conductor, required negotiation of their identities in this 
role. As they navigated their way to the position of band director, each used 
gendered attributes, humor, and confidence to negotiate, but also acquiesced to 
the patriarchal rules that continue to govern the role of band director and 
conductor.  
The participants, by doing gender within their role as band directors, 
exemplified Green’s (1997) two views of confronting musical patriarchy: 1) these 
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women created an “alternative” femininity, one that was based upon the 
strengths of their musical ability, and, 2) confirmed their femininity in ways that 
did not apologize for, but rather upheld, basic patriarchal emphasis on the body 
(p. 65).  
The roles of conductor and band director—despite the small gains women 
have made in securing employment as band directors—remain positions that 
conjure both images and ideas of patriarchy. Women interrupt the ideal of 
femininity when they conduct an ensemble or play an instrument (Gould, 2003; 
Green, 1997). The culture of band directing remains patriarchal as well. Gould 
points to the “cultural systems of music, performance, and college bands—not 
the actions of individual college band directors, women or men—[that] explain 
the persistent gender segregation among college band directors” (p. 9).  
The conceptual framework for this study included a focus on gender 
theory, role theory and identity theory to comprehend the ways three women 
have experienced gender while working as university-level band directors. After 
the data were studied, I created a findings framework to show how to show how 
the findings were represented within each theory. As a result of the analysis of 
the data, my understanding of these three theories broadened. I found that the 
original three theories that informed the conceptual framework became more 
complex but with less overlap than originally anticipated. Figure 2 provides a 
graphic representation of the findings framework. 
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Figure 2. Findings Framework 
 
 
I found that each theory within the conceptual framework was not only 
supported by the findings, but also expanded. Because each participant 
described examples of doing and undoing gender, this represented an expansion 
of gender theory. Each participant revealed instances of gender socialization 
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coupled with an understanding of role expectations, which served as an 
extension of identity theory. Through their experiences, each participant spoke of 
framing an identity with the role as a central idea.   
Conclusions 
The women in this study were exceptional teachers and musicians, 
dedicated to the students and music they cared deeply about. The first major 
finding of this research emerging from research question #1 is that the culture of 
band directing, within the broader culture of academia, represented arenas 
where the participants had to both assimilate and acquiesce to two patriarchal 
cultures at once, negotiating their identities and the gendered expectations of the 
roles they played. A conclusion to be drawn is that, despite the gains that have 
been made by women who have become successful band directors, the rules of 
patriarchy remain entrenched in both academia and university band directing. 
The second major finding distilled from research question #2 was that the 
identities these women claimed and the roles they played were, for some of 
them, considered similar if not the same, while for others there was a clear 
distinction between a role and an identity. Erin and Melissa experienced identity 
and role as one and the same; this seemed related to their self-confidence. I 
concluded that when there is, in essence, a “floating” between the worlds of 
identity and roles, it is because identities are created with the role as a central 
idea and vice-versa.  Jane was clear about drawing the line between the roles she 
played and her identity as musician. I concluded that creating such a distinction 
was born out of a need for control. She needed to be able to draw the line 
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between who she felt she is inside and who she is at her job, which is part of the 
band director persona. A related conclusion is that for women who see 
themselves as band directors, there is more currency in claiming the identity of 
band director than performing it as a role.  
The third major finding of this research, related to research question #3, is 
that multiple strategies were required in order for the participants to be effective 
in their jobs as university band directors. Each participant was in a constant state 
of being willful; they negotiated, strove to keep their sense of femininity, humor, 
and “did gender” to varying degrees each day. I concluded that this may be the 
only way for a woman band director to balance her drive to perform the role of 
band director successfully with professional acceptance.  
Lastly, it is important to note that the findings were not solely the result of 
either academia or band directing. I found no clear delineation between the 
themes resulting from one arena or the other; both arenas influenced the 
experiences of the participants.  
 
Looking Ahead 
The College Music Society reported that from 2001 to 2011, the number of 
women in the field of band directing at the university level comprised 
approximately 9% of the total. According to the most recent CMS directory 
(2015–2016), the percentage has increased slightly to 10%. Though only an 
increase of one point, this could be viewed as encouraging. Of the women 
interviewed for this project, two oversaw a Division I program and one led a 
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Division II program. Granted, the sample size for this study was very small, but 
it may be indicative of an interesting trend: while women may be making some 
gains in obtaining band directing positions in post-secondary schools in the 
United States, it appears they are being hired in greater numbers as assistant 
band directors. Table 3 shows the number of women and men listed and 
employed as band directors in nine NCAA division 1-A schools by conference. 
They are categorized as directors (those who oversee an entire band program) or 
assistant directors (those who direct athletic bands and secondary ensembles, 
such as university or concert bands): 
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Table 3. Band Directors in NCAA-1A Schools by Conference and Gender 
 
 
Note: Information retrieved July 27, 2016 from http://web1.ncaa.org/memberLinks/links.jsp. 
 
Considered within the national percentage of women band directors at all 
reporting universities and colleges, this reflects what may be a growing comfort 
level with women as assistant band directors.  
While women are greatly outnumbered by men in the field of band 
directing, there are more women employed now as assistant band directors than 
in previous years; this is notable for two reasons: first, even as assistants, women 
are visible in their respective programs and second, as assistants, women may be 
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positioning themselves for band directing opportunities in the future.  
Conversely, according to the 2015-2016 CMS directory, 466 schools were 
listed as 2-year schools. Of those schools, only 12 (2.6%) list a woman as band 
director. This number includes women who had recently retired from a high 
school band directing position or concurrently directed a high school program.  
When women take on positions typically held by men, they encounter 
varying forms of discrimination and stereotypical behavior by men and women 
alike (Babcock & Laschever, 2003; Caesar, 2013; Ember, 2016; Pogrebin, 2016). 
Further, “social censure” may be inflicted upon women who prove undeniably 
successful in positions normally held by men (Heilman, Wallen, Fuchs & 
Tamkins, 2004, p. 417). Evidence exists that social censure has occurred within 
the band directing and conducting communities (Bartleet, 2003, 2008a, 2008b; 
Cheng, 1998; Gould, 1996, 2005; Jagow, 1998).  
Because roles influence identities, discussion of both became important 
when I interviewed and observed the participants. McCall and Simmons’ (1978) 
view of role-identity theory maintains that people create identities with the role 
as central idea. Each participant in this study felt her primary identity was firmly 
rooted in being a musician, but other identity affinities rang true: educator, 
problem-solver, “den-mother,” dictator; however, these were presented by the 
participants as roles. Though not always at the forefront in their descriptions, 
identities were often viewed as the roles that they performed. When one 
performs a role, one does so with the societal expectations associated with that 
role (Biddle, 1986; Burke & Stets, 2009; Turner, 2002), and that performance may 
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be further influenced by the identity chosen by the individual (Burke & Stets, p. 
45). Erin, by the time of the final interview, had decided her identity was more 
akin to that of a band director than educator. While claiming the identity of 
educator was certainly important to Erin, I have concluded that her late decision 
to switch that claim to band director was related to her career being on the 
ascent. This could be a subconscious “imprinting” of gendered expectations: 
being known as a band director may be of more value and thus carry more 
weight with those in the band directing community. Though I did not ask Erin 
about this directly, she spoke in the last interview—with considerable pride—of 
the opportunities she had received to conduct honor groups. It was clear to me 
that she understood that being chosen to conduct these groups elevated her 
status among her peers, many of whom are men.  
 
Implications for Music Education 
I hereby announce the Master’s demise. His system of control is unsustainable. 
He has to share. 
 
(Allsup, 2016, p. 68) 
 
Women who choose to pursue positions as university band directors will 
undoubtedly continue to need to negotiate their identities and “do gender”; 
while the culture of band directors continues to be overwhelmingly dominated 
by men, there are signs that women are—albeit very slowly—gaining traction in 
being considered for and attaining band director positions. Yet the percentage of 
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women in the field has gone up only slightly in the last 5 years. Band directing 
continues to be a role with gendered expectations; most people expect those roles 
to be filled by men. For women to negotiate those expectations successfully, a 
variety of avenues must be sought.  
First, those in positions of authority for hiring band directors need to be 
transparent in their practices. When women seek positions as band directors, 
they may encounter hiring processes that may include gendered expectations 
(Delzell, 1994; Fischer, 2013; Sears, 2014). Fischer interviewed several women 
band directors who described their experiences with the hiring process. One 
participant reported being counseled not to wear her large engagement ring lest 
it give the impression that she did not need to work and would not be there “for 
the long haul” (p. 90), that she would soon become pregnant and leave, or that 
her youth would not allow her to effectively control a classroom. Others relayed 
feeling pressured to make connections to the (often male) person in charge of the 
hiring: for example, the perception that being conversant in sports was important 
to better be able to relate to a male interviewer (p. 135). According to Eagly and 
Carli (2007), “the evaluation of candidates for promotion should become less 
subjective than it has traditionally been” (p. 154).  It must also be clear that, if 
hired, she is hired based on her ability “and not some other basis such as 
demands to fulfill diversity goals” (p. 156). Sears (2014), states, “While diversity 
training for administrators and increasingly transparent hiring practices could 
challenge the expectation of masculinity in the field” (p. 10), more must be done 
to counteract the seemingly concrete idea that a band director (whether male or 
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female) must have predominantly masculine qualities. This notion must change 
within educational administrations as well as the band directing culture. In the 
world of band directing, however, this is easier said than done. Once a female 
candidate ascends the podium to “show what she can do,” her gender often is 
the first thing judged, a difficulty to overcome for many of those who would 
verify such an identity (Bartleet, 2003, 2008a 2008b; Brooks, 1996; Green, 1997).  
Second, providing mentorship to young women who wish to enter the 
profession remains vital (Gould, 2001; Sears, 2014; Sheldon & Hartley, 2012; 
Zdzinski, 2005). Those who mentor must encourage new women band directors 
to be themselves and to be confident, but to also understand that gendered 
attributes, inherent within society, continue to affect the ways women may have 
to negotiate their identities if they are to be invited to the band director table.  
Third, from the earliest levels of education, girls need to see women in all 
sorts of musical roles, not just traditional ones. The more they see women not 
only as band directors but also as trombonists and percussionists, for example, 
the less these roles may be seen as ones that should be filled by men: girls should 
seamlessly integrate into these roles as they wish. If they can fill such roles 
without regard to gender, then those who choose identities based upon roles can 
do so without compromise.  
There are several things that teachers can do to create a gender focused 
space in the music classroom. In my instrumental music program, I address 
gender in a variety of ways: in beginning band, students sign up to learn three 
out of the five instruments that are offered (flute, clarinet, alto saxophone, 
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trumpet and trombone). Each student lists their top three choices along with the 
reasons why they want to learn each instrument. As I review all the requests, I 
look for male identifying students who have listed the flute (a feminine 
instrument) and for female identifying students who have listed the trumpet or 
trombone (male instruments). For example, if a male identifying student has 
flute on his list of instruments he’d like to play, I will assign him to that 
instrument, even if it’s not his top choice. I will do the same for the female 
identifying student who has chosen the trumpet or trombone. I will also balance 
the less gendered clarinet and saxophone sections.  
I talk with my students about instrument gender and we discuss why 
some instruments are deemed masculine, while others are thought of as 
feminine, and those that are neutral. Some students are surprised that the 
trombone, for example, has long been viewed as a masculine instrument. This is 
usually where I have them guess what my instrument is (sometimes they guess 
right away, sometimes not). I am lucky, however, that I teach in a place where 
gender is a non-issue with regard to the opportunities the students are given, 
and the students themselves are open to pushing gendered boundaries. 
With my high school orchestra (comprised of mostly female identifying 
students), I program music composed by women and bring in women to lead 
master classes, particularly women who play instruments such as trumpet, 
trombone or bass. I have experimented with having the students collectively lead 
the ensemble, a la the Orpheus Chamber Orchestra, and the results have been 
remarkable; students were more engaged and brought forth a collective work 
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ethic entirely different than previous years when I stayed on the podium. This 
experiment led me to think about not only being conscious about gender in the 
classroom, but also to break away from the patriarchy of the podium in other 
ways. For example, I do not use a podium on the occasions when I do conduct; I 
have changed the setup of my ensembles, using a circle, square, or arch shape 
with the conductor (either me or a student conductor) in the center, or no 
conductor at all. Striving for a balance between conductor-led and student-led 
ensembles that are focused on empowering women is an issue for serious 
consideration by music educators. 
Though these practices are used within middle to high school levels, 
many could be applied to higher education. For example, eschewing the use of a 
podium brings the conductor to the same level as the students (literally), creating 
less of a barrier between leader and musicians. Changing the shape of an 
ensemble setup and/or placing the conductor in the middle of the group not 
only gives students an opportunity to see and hear each other more effectively, it 
also gives the conductor more room to work and thus connect with students. 
Programming music by women composers and bringing in women to lead 
masterclasses gives students an opportunity to see and perform music by 
women, perhaps broadening their understanding of who can occupy the roles of 
composer and performer. Finally, creating a conductor-less group may give 
students a democratic place from which to control their own music-making. If 
they are fully involved in bringing a piece of music to life, then perhaps students 
understand better the process of music-making, resulting in a stronger 
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performance. 
I offer a caveat in this explanation, however. The traditions of bands in 
higher education are rooted in military history; as such, those traditions are 
firmly rooted in patriarchy (Jackson, 1998). Enacting practices such as those I 
have suggested may require time and tenacity, both on the part of the director 
and of students in the program. Yet, if the goal is to make meaningful music, it 
makes sense to treat all students, no matter their education level or gender 
identity, as valued members of a community, and that should include pushing 
back on some (or all) of those patriarchal traditions. 
Finally, if we are committed to making music more collaborative and 
accessible, we need to go about creating space for all interested students to 
participate in an ensemble, and not just the ones who read music. One 
suggestion might be to form a group comprised of a guitarist, clarinetist, vocalist 
and a student who makes music on a computer. Such formations enable inviting 
those students who might otherwise not find a place to participate and then 
helping them learn to communicate and create music with each other. The 
traditions of band directing and patriarchy should be questioned continually, 
because they do not work for all students. Music is a language that we all 
understand but cannot speak equally. The master indeed needs to share. 
Future Band Directors 
The following section outlines thoughts of the participants with regard to 
the future of band directing and, as such includes new data. Though unusual, I 
felt it important to include because the comments revealed three diverse 
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opinions about what the participants thought the future of band directing for 
women held. 
 Each participant in this study described various challenging experiences 
with the band directing community related to their gender. When discussing 
ways that the band directing community can make the future better for potential 
band directors who are women, Jane was adamant that there need to be more 
role models for women to emulate, because she has seen many young conductors 
who, in her opinion, do not know the basics, from attire to how to lead an 
ensemble at a performance: 
Until women have more and more ideal role models, the Paula 
Criders, the Linda Morehouses . . . I'm thinking about the women 
who are businesslike, but positive, are just the consummate 
musicians. Amanda Drinkwater . . . when those women become 
known to more women in the profession, then I think we're gonna 
hopefully see a change in the general demeanor of the woman 
conductor on the podium. (Jane, interview, June 6, 2015) 
Jane’s concern with “demeanor” harkens back to her insistence that 
women band directors must be able to represent themselves (and their 
profession) in a manner that displays professionalism and exceptional 
musicianship. She was adamant in both my observation and interviews that 
women who best display what should be considered gender-less qualities will 
serve to keep the focus on quality teaching and music-making as the primary 
objectives.  
Melissa was concerned with the paucity of diverse candidates getting into 
the pipeline, 
It's not a diverse club, you know, and they try to address it, [but] 
you can't fix things overnight. It takes people getting in and 
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educated. It's not even about just about hiring them, it's about 
people being in the food chain to be considered. (Melissa, 
interview, July 3, 2015) 
Erin felt optimistic about the future for women in band directing, though 
her comments were less reflective of mentorship or diversity. This was not 
surprising, given that her experiences were not as pointed as those of Jane or 
Melissa:  
I think it will evolve. I mean, just looking back to 50 years ago, in 
the 60s and 70s and you know, a case study like, the Mad Men 
show, which I'm not a scholar of, I watched it a little bit, but there's 
a lot of great writing out there about Mad Men—was it really just 
a show about women in the work place? And that as a subject area 
fascinates me because I feel like, in a way, we're just—on that 
curve, we're just slightly behind it. So what women in the regular 
workplace were dealing with in the 80s is what we're dealing with 
now, or the 90s or maybe not quite, places us in that spectrum— 
Megan: Interesting— 
Erin: So I believe in the same way that women in the regular 
workplace have progressed and moved up, we're just behind the 
curve. CEOs and things like that, but [even] those are changing 
and in that same fashion, I believe that it will change for us as 
well. (Erin, interview, June 16, 2015) 
Erin’s comments reflect a naiveté, perhaps due in part to the fact that her 
career is on the upswing and that she is younger than Jane or Melissa. Erin grew 
up in an era during which less outright hostility was shown toward women who 
sought to become band directors. This does not mean her experiences are less 
important; rather, they do not reflect the same issues that Jane and Melissa had to 
navigate. However optimistic Erin may be, however she progresses in her career, 
inequities remain, including inequity of pay. Eagly and Carli (2007) state, “within 
any given occupation men almost always have higher wages than women” (p. 
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71). According to a report by the American Association of University Women 
(2016), women in the United States working full time in 2015 earned 
approximately 80 cents on the dollar compared to men (p. 4). Advanced degrees 
may not offer women a shield against the wage gap. “In some cases, the gender 
pay gap is larger at higher levels of education” (p. 14).  
Incredibly, the pay gap between men and women has been attributed to 
factors other than discrimination, such as “individual female choices” (Lyons, 
2012, p. 362) and the “Marital Asymmetry Hypothesis,” heralded by economist 
Walter Block, who asserts the difference in wages is due to the increased 
workload women incur when married. Responsibilities such as childrearing and 
“domestic chores” pull women away from seeking employment, “hindered by a 
disproportionately low attachment to the workforce,” resulting in lower wages 
than men (Sayers, 2012, p. 521). Yet many women who are mothers and who 
enter the workforce manage to shoulder the responsibilities of home and work. 
Additionally, this hypothesis does not explain why single or childless women 
earn less compared with men, and how single men, without the benefits of 
marriage, continue to earn more than women (p. 522). Unfortunately, even the 
signing of the Lilly Ledbetter Fair Pay Act by President Obama in 2009 (an effort 
to rectify the Supreme Court’s ruling for the employer in the Ledbetter v. Goodyear 
Tire and Rubber Co.) proved to be only a “partial remedy” in the effort to resolve 
pay inequity. Aided by varying state laws, “occupational segregation and access 
to paid leave” (AAUW, 2016, p. 25), the societal norm (or employer prohibition) 
of discussion of salary information in the workplace, wage inequity remains an 
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entrenched problem for women who seek equal pay for equal work (Lyons, 2012, 
pp. 364-365).  
Finally, if band directors want to be included in ways that offer inclusion 
without regard to gender, it would seem essential to take part in the ideas related 
to reform that percolate around music education. The system of instrumental 
music education in the United States remains a patriarchal one (Allsup, 2016), 
and while there are signs that might indicate some progress for women, the 
system progresses at a pace that remains glacial. That the representation of 
women in university band directing positions has moved only 1% in the last 7 
years (College Music Directory, 2015-2016) means that the fight to become a band 
director is still ongoing. The question is, is it worth fighting for? The wind band, 
with its history rooted in the structure and misogynistic attributes of the military, 
is an institution that remains firmly entrenched in the ideals of dominance, and 
one that has not readily allowed for change (Allsup 2016; Allsup & Benedict, 
2008; Gould, 2003; Jackson, 1998; O’Toole, 2005; Sheldon & Hartley, 2012).  
Allsup and Benedict (2008) argue that the wind band is an institution that 
suffers from “an inheritance that is overwhelmed by tradition, an episteme that 
represents its success in terms that are very familiar to the spirit of American 
competitiveness, efficiency, exceptionalism, and means-ends pragmatism” (p. 
157). Directors depend upon “condition(ed) behaviors” of student musicians, 
fashioned through alternating use of fear, legitimacy, and method (p. 158). “We 
model a role to our students that replicates the behaviors of the 
oppressed/oppressor relationship, effectively silencing alternative discourse”  
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(p. 162).  
Within the current setting of instrumental music education, Allsup (2016) 
asserts that schools which offer music instruction essentially rehash a patriarchal 
system where students take on instruments that are notoriously difficult to learn 
to play alone (as they have been for a couple of centuries) and endure a musical 
instruction model that is often filled to the minute with constant information 
with which a student may struggle to absorb: 
Few would argue that the structure of music-teacher mastery 
remains more than a vestigial part of the fabric of post-
Enlightenment capitalist ideology, a winner-take-all episteme that 
extols virtuosity, celebrity, cost-effectiveness, and hierarchy-based 
roles . . . a stable domain . . . a take-it-or-leave-it learning 
environment of overwhelming control. (p. 67) 
Allsup proposes a reimagining of music education via a 
“museum/laboratory” approach; that is, taking the tenets of what a museum 
offers (innovation, resources of information) and combining them with those of a 
laboratory (discovery, patience, and action) to create a space where students and 
teachers alike can cultivate and experience creativity and inclusion (pp. 70-71). 
Laboratory learning is not a new venture in music education, and women have 
been influential in developing the concept. Comprehensive Musicianship and the 
Manhattanville Music Curriculum Project are two notable movements which 
included several women who were influential in their practice: Jackie Boswell, 
Liz Wing, and Eunice Boardman (p. 104). Elliott (1995), Elliott and Silverman 
(2015), Green (2011, 2008, 2013), and Jorgensen (2008) have also written 
extensively about ways to reshape and rethink traditional music education.  
Of particular note, Allsup uses the Orpheus Chamber Orchestra as an 
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example of collaborative learning and music making that is accomplished 
without use of a conductor:  
The French horn player can give advice to the violins, as could the 
oboe or timpani player. In contrast to the singular conductor, who 
can only solve one problem at a time, a cutoff by any member 
provides the opportunity for multiple forms of debate, all going on 
at once. This is the Conductor’s nightmare and the Master’s 
greatest fear, the pandemonium of sounds, all foraging their way 
toward a performance that no one person can control. Members 
must come to rehearsal having studied all parts of a score, not just 
their own. (Allsup, 2016, pp. 139-140) 
Part of Orpheus’ mission includes a commitment to “extraordinary 
musical experiences that enrich lives and empower individuals through 
collaboration, innovation, and a passion for artistic excellence” 
(http://orpheusnyc.org/about-orpheus/mission-process/), and there are 
others––Ars Nova, based in Washington, D.C., Les Dissonances (France), and 
Kaleidoscope (Los Angeles). There also exist university student-led ensembles, 
committed to a similar mission of collaboration and music making without the 
hindrance of a conductor.  
Along with the writings of Jorgensen, Green, (and others), the existence of 
ensembles like these, especially at the university level, seems to signal a growing 
interest in collaborative music-making and, perhaps, a burgeoning 
disenchantment (not only among music educators, but also music students and 
musicians) with the “old-school” values of music education. Allsup (2008) argues 
that traditional music education struggles with “diversify[ing] our curricula in 
an increasingly pluralistic and ever-changing world” (p. 1). Elliott (1995) has also 
argued for diversifying music education curricula, and decades later the 
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movement for such advocacy remains active. Perhaps a decades-long attachment 
to aesthetic valuing has been a contributor to this struggle. Reimer (1970, 1989, 
2003), the foremost proponent of aesthetic music education, offered that music 
should be valued and understood via emotional content, with performance as 
secondary criteria. In other words, good music is expressive music, and the 
Western music traditions apparently represent “good music.” This is in direct 
contrast to Elliott’s (1995) assertion that music can only truly be understood, and 
thus valued, by “doing” (p. 39). Aspects of Reimer’s aesthetic philosophy have 
been criticized as elitist, therefore, exclusionary (Koza, 1994; Bowman, 2004).  
Another vantage point from which to view Reimer’s approach is that of 
Bradley (2012), who includes the issue of colonialism as a byproduct of aesthetic 
music education philosophy: its “residue continues to define how knowledge is 
produced and what forms of knowledge are considered legitimate” (p. 410).  
Within such legitimacy issues are clear representations of patriarchy. Bradley 
advocates for “exposing and addressing the problematic aspirations of 
traditional philosophical practice—to do other people’s thinking for them, to 
provide answers rather than provoke thinking, and to dispense universal truths” 
(p. 411). Some band directors and conductors, whether intentionally or not, hold 
such problematic aspirations tightly.  
For women who seek the post of band director and conductor, a 
movement to less-formal forms of music education could create a dilemma: if the 
position of band director undergoes a reimagining into one that Allsup (2008, 
2016) refers to as a “teacher-facilitator” (2016, p. 98), would such a change 
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contribute to continued denied access to the position of band director? With such 
a reimagining, one could assume the expectations of the role might significantly 
change in ways that could be considered both good and bad. The good: women 
could use feminine gendered attributes of collaboration and empathy 
unencumbered and perhaps with more confidence. The bad: if the role becomes 
more “teacher-facilitator,” women who seek the traditional role of band director 
might experience denial of “equal access” to that role and find themselves not 
able to perform it in a manner that men have without impunity. In other words, 
prospective women band directors would remain where they are now: among 
the outside 90%, looking in. 
The position of band director is rooted in attributes associated with those 
of men: assertiveness and dominance (Babcock & Laschever, 2003, p. 62). A band 
director leads an ensemble, making musical decisions on behalf of a group based 
on her musicianship. It is not usually a democracy. It is a position rooted in 
patriarchy, and one that, even if women were welcomed more openly, would 
likely remain rooted in patriarchy. There is irony in women wanting to be part of 
what multiple scholars such as Allsup, Green, and Gould believe to be a position 
that replicates oppression, the very thing that women (should) want to avoid. 
History tells us that the culture of band directing is not likely to change in terms 
of being truly open to women unless they can be viewed as musicians first. 
History also tells us that such inclusion may not fully come to fruition.  
With regard to changing a culture, Gould (2003) states, “As in all 
situations with asymmetrical power distribution, it is essential for dominant 
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groups to seek out subordinate groups in order to listen, watch, and learn” (pp. 
9-10). This is particularly important for those women who aspire to become band 
directors. They must know that there is more than one way to be a band director 
(Gould, 2003). Women will always need to negotiate their identities in the face of 
acceptance into a traditionally patriarchal role. To what extent women may need 
to negotiate may require preparation beyond solid musicianship and will also 
depend upon other factors: mentorship, an ability to be creative in 
understanding her own gendered expectations and how to manipulate them, the 
teaching environment into which she enters, and those who hire her. This is a 
significant list. Yet, there are women who negotiate their identities in ways that 
represent what a band director could be: 
Liz recognized that she was both unable and unwilling to include 
traditionally masculine characteristics in her teaching persona. She 
used her ability to form positive relationships with her students to 
craft a band director identity of a different kind. (Sears, 2014, p. 9) 
This is not to say that bringing “masculine qualities” to the position of 
band director is wholly negative. Indeed, some women are comfortable with 
bringing masculine qualities to the podium and, while viewed as sometimes 
problematic, they are accepted as simply inherent to the position (Bartleet, 2003; 
Cheng, 1998; Sears, 2014). Conductor Marin Alsop believes that, “as women, we 
have a different approach to life and interpersonal relationships, so we have to 
retrain ourselves in order to be figures of authority” (Bartleet, 2008b, p. 43). Yet, 
she cautions a conducting student, “all these gestures we make–– if a man did 
that [gesture], he’s sensitive, but if we do that we’re girlie. You have to be aware 
of every move that you make, because it sends a signal” (Cooper, 2016, p. 1).  
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Women who seek a position as a band director at the university level have 
a choice between two paths. They can continue to swim upstream, negotiate both 
the patriarchal system and their own identity(es) or, they can engage in a re-
imagination of instrumental music education being called for by those such as 
Allsup. By travelling this road, women may be better able to position themselves 
within the patriarchal system of instrumental music education and affect change. 
What would appear essential is that women who seek the position of band 
director feel compelled to bring all the identities they claim to the position, as 
Dolloff (2007) asserts. Perhaps then women may find ways to create a new 
version of “band director” that involves identity negotiation by way of inclusion, 
not only on their own behalf, but also on behalf of the students they inspire.  
The participants in this study were successful because they used attributes 
of both genders: leadership deftly nuanced with collaboration. Regardless of 
gender, it would seem reasonable for teachers who lead an ensemble, in either a 
traditional or forward-thinking format, to do the same.  
Limitations of the Study 
Because the sample set for this study was small, a larger study may be 
informative to find out how the experiences of gender and issues of identity 
negotiation play out within a larger, more diverse group of women band 
directors. A larger study could identify common characteristics related to 
identity negotiation via gendered experience across a larger population of 
participants. Such research could give information related to different divisions, 
specifically how the numbers of women band directors are reflected in each 
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NCAA division. Of the three participants in this study, two taught at Division I 
schools, and one at a Division II school. A focused study of women band 
directors in a specific division of schools could glean information about student 
perceptions and hiring: would students perceive women band directors more—
or less—favorably at Division III schools? Further, would Division II and III 
schools be places where women would—or would not—be more readily hired 
than at Division I schools? Given that 8% of the band directors at Division I 
schools are women, there could be significant issues around perception and 
hiring.  
Due to their very busy teaching schedules, each participant was observed 
over the course of 2 to 3 days in rehearsals, graduate seminars, and conducting 
lessons. Having more access to the participants in observation and conversation 
could have provided more detail and opportunities for further study of their 
style and demeanor on the podium. 
Finally, there was little to no information about hiring pool demographics 
among university music departments. While there exists comprehensive data 
about who teaches at a given university, it could have been particularly revealing 
to look at how many women were interviewed for university band directing 
positions compared to those who were, in fact, hired. Because there is no 
concrete way to see if women are really in the pipeline, access to such data 
would help to see what is happening with hiring practices. This speaks directly 
to the culture of the academic settings where women may be trying to find 
employment (research questions #1 and #2). If the data shows that hiring 
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practices are skewed in one way or another, it could garner enough public 
attention to force schools to reconsider such practices.  
The goal of this qualitative case study was to bring about understanding 
of a particular phenomenon: the culture of band directing and the ways three 
women university band directors experienced gender within that culture. The 
experiences of the participants in this study were not expected to be 
generalizable to other band directing populations; however, information 
gathered via multiple studies undertaken (and cited within this dissertation) 
suggest gendered experiences similar to the ones described herein. Thus, one 
might expect that the themes that emerged from this study may ring true with 
other women in the profession, perhaps creating the “aha moment” that Lather 
(1991) described. The thematic content included rich description by the 
participants and was directly connected to the conceptual framework of this 
study. This study contributes to the existing scholarship of gendered experience 
within the culture of band directing. 
Further Research 
Producing this study brought forth a multitude of ideas, problems, a few 
answers, and exasperation. There remain more questions than answers. Based on 
the results and interpretation of the data, the following represents some options 
and ideas for further research.  
Using the data collected for this study, it might be informative to 
determine if additional patterns emerged with regard to how long the 
participants had been in their jobs. A similar study could be undertaken with 
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new participants or more participants to gain broader perspective on the 
gendered experience of band directing in higher education. 
It may be important and informative to conduct a study of men and their 
views of women in band directing, in part to understand from their perspective 
why the representation of women band directors remains so small. While 
potentially a sensitive inquiry, given the changing landscape within the last ten 
years, delving into the perceptions that male band directors hold and how they 
may have changed over time may be of benefit to both young women and men 
considering entering the profession of band directing, as well as to those who 
mentor such women. Similarly, a study of women who experience unease with 
seeing women in male dominated roles may be worth considering, as it suggests 
an overlooked, or perhaps subliminal, aspect of the patriarchy that surrounds 
band directing.   
We know that women in academia have faced the dilemma of when (and 
if) to start a family. Though all participants in this study were married, only Erin 
had children. Melissa stated with disappointment that her job as a band director 
kept her from seeing her family more often; Jane made a conscious decision to 
not have children. Though she did not state whether this was due solely to her 
career choice, Jane did speak about several band director colleagues who did not 
have children.  Are there women band directors who have made a conscious 
choice to not have children? Is the position so all-consuming that they feel they 
cannot be a good parent and a good band director? 
Additionally, a study of women who are band directors at the community 
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college level may be helpful to compare such issues of identity negotiation with 
women in similar roles at the university level. According to the 2015/2016 
College Music Society directory, of the 115 women listed as band directors, 12 are 
currently listed as band directors or directors of ensembles or instrumental 
programs at community colleges (College Music Society directory, 2015). The 
undertaking of such research suggests several important questions: have those 
women chosen to stay at those positions––did they ever have a desire to move to 
a four-year university job? If so, did they ever interview for a four-year position 
and, if so, what was the experience like for them? Did any of these women 
receive offers of employment for a university level position and then ultimately 
refuse the offer? If so, what factors influenced that decision?  
Finally, if a reimagining of music education gains traction, such a radical 
change may also bring an interesting twist with regard to identity negotiation via 
gendered experience: if we create and negotiate identities based upon the roles 
we play and our interactions with others, a study of the effects on the students’ 
and teachers’ learning and playing music within a community-centered music 
education approach could be informative, to say the very least. Bradley (2006) 
undertook such a study with the focus being a student community choir. Of the 
three purposes of the study, one focused on the ways the author’s pedagogy 
influenced the formation of identity within the members of the youth choir 
Bradley directed (p. iii). Compelled to think of ways to re-imagine what a choir 
“should be” or what a choir conductor “should do” (p. 162), Bradley described 
the use of performative pedagogy, an approach that places “teachers and students 
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in a context where the personal, political, and experiential are all brought 
together in the moment of rehearsal and performance” (p. 164). In utilizing 
performative pedagogy, Bradley discovered,  
[it] is risky, precisely because its specific outcomes cannot be 
predicted. When individual voices are allowed to speak within the 
ensemble, as more paths are opened up for exploring cultural 
articulations of identity, it becomes difficult to let go of the desire to 
control the outcome, to balance my desires for performance 
products of a particular kind with allowing the voices of my 
students to express themselves and their own unique 
understandings through the music. (p. 165) 
Could performative pedagogy work in the context of a band? How would 
that shape a band director’s path of identity negotiation if she took time, showed 
courage (and patience), dared to risk, and eschewed tradition?  Allsup (2016) 
described the “master of a ‘genuine’ musical tradition” (think: traditional band 
director) as someone who may fail to see his students as individuals with 
“multiple talents, powers, cultures, and interests, that their lives are open and 
changing” (p. 96). There is much potential for the band director to see her 
ensemble as a community.  
Research on community bands may be useful to gain an understanding of 
their community-centered approach. Dabback (2008) looked at identity formation 
among members of a New Horizons Band in Rochester, New York. New 
Horizons is an internationally known collective of bands where older members 
of communities join to play or learn a new instrument. “The New Horizons 
programme sets no minimum musical or instrumental skill level for 
participation. Under the programme philosophy, all people have the potential to 
play music and perform in a group. Thus, anyone, regardless of background, 
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may join” (p. 268). Participants reported developing (or reclaiming) identities as 
musicians, along with a sense of belonging that became an important factor in 
their wellbeing. That there was no judgment related to ability was especially 
significant to the participants. For some of the women participants, being able to 
play a male-gendered instrument was part of renaming a previous musician 
identity. New Horizons offered women the chance to play an instrument they 
had been told they could not play because it had been reserved for boys.  
 Mantie (2012) studied community band participants to “glean insights 
into how music education might facilitate more meaningful connections between 
school and community” (p. 21). One finding was the significant number of 
participants (25%) who reported that their experience in their school wind 
ensemble did not provide them with impetus to continue with participation in 
similar ensembles as an adult. This led Mantie to speculate that if music 
education is uninterested in creating musicians who will continue to play in 
community ensembles, perhaps continuing with the wind band as a primary 
conduit for instrumental music education should be re-visited. This supports the 
work of both Bradley and Allsup, and the value of music as a wholly 
participatory activity, rather than, as Mantie states, “just another school subject 
taken on the path toward high school graduation” (p. 37). 
A study of the community-centered pedagogical approach to leading a 
community instrumental ensemble could be important in understanding how to 
create inclusion and creativity. How do these groups rehearse? Is there a 
hierarchy similar to those in school ensembles?  Just as Mantie, Allsup, and 
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Bradley ask questions that signal a need to re-imagine elements of music 
education, such a study might bring valuable insight and, perhaps, begin to 
signal an end to the patriarchal system within the field of band directing. It may 
also enable those in music education to create a platform for all to participate in 
music without regard to which roles future educators should occupy. 
Final Thoughts 
When I began this study, I felt I had a clear understanding of what it 
meant to endure gendered expectations, particularly since the two main 
identities I claimed were drummer and lesbian. I experienced multiple situations 
where I was questioned—negatively and positively—about being a “girl 
drummer.” There were also expectations about what “kind” of lesbian I was. Yet, 
I had few gendered experiences when I played the role of secondary school band 
director. Granted, there exist significant differences between secondary and 
higher education band arenas: for those at the university level, there may be 
more complex political mazes to navigate (particularly with regard to gaining 
tenure); musically, university band directors may expect to work with student 
musicians who are both more mature and capable. I was unaware, however, that 
for some women university band directors, gendered experiences can be 
particularly pointed.  
When I was in college, as a percussionist in the wind ensemble, I had a 
gendered experience with our “old school” band director. He was an 
authoritarian and did not seem to want much from the students other than to do 
what we were told. I remember him challenging me to play louder on a piece: is 
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that part too hard for a girl? He thought he was being funny, but he got what he 
wanted: I played louder. Embarrassed, I knew I had little recourse as it was 
made clear that we students were not to question his direction. He left after my 
first year, and a very different conductor took his place. She led the ensemble 
differently; while holding us to a high standard, she was clearly more invested in 
us as musicians, inviting us to be part of the process of creating music by creating 
a sense of community. Sadly, she left after only one year, and I was never told 
why. Through this research I became aware that pointed gendered experiences 
could happen on both sides of the podium, and this awareness led me to think, 
how do students “see” me and “hear” the musical direction I offer? Is that 
direction inclusive? Am I fostering community while keeping standards and 
expectations high?   
Midway through the cultivating of the themes in this study, I came to the 
realization that the arena of band directing (as it is now) will always be a culture 
in which women will have to prove themselves in ways that men do not: they 
must prove themselves twice as good as men to be considered as competent; they 
will have to endure scrutiny of their appearance on (and off) the podium and, 
potentially, consider family over career. I am left with questions I cannot answer: 
Why do we want to keep knocking on the door of a clubhouse that is not always 
unlocked for us? Is it enough to keep trying to put a foot in the door and demand 
to be let in?  I, along with many other women conductors, love to conduct 
ensembles; there is so much joy in making music with others. There are, 
however, elements to standing on a podium that keep students at a distance. It is 
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time to dismantle the patriarchal traditions of band and instead create a culture 
that is open to all.  
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Appendix A: Informal Recruitment Letter 
 
Megan J. Foley 
1106 Worcester Ave. 
Pasadena, CA. 91104 
 
October 12, 2014 
 
My name is Megan Foley and I am a doctoral student in the College of Fine Arts 
at Boston University. 
 
I received your name through the College Music Society Directory. I am 
conducting a study of women university band directors. The purpose of this 
study was to understand the ways three women have experienced gender within 
the culture of band directing while identifying as women, university-level band 
directors.  
 
If you are interested in learning more about this study, please review the 
enclosed abstract. If you would like to participate, please fill in the interest form 
and mail it back to me in the enclosed pre-paid envelope.  Should you have any 
questions, you may also call me at 626-264-0286.   
 
It is important to know that this letter is not to tell you to join this study.  It is 
your decision.  Your participation is voluntary. Whether or not you participate in 
this study will have no effect on your relationship with Boston University. 
 
You do not have to respond if you are not interested in this study.  If you do not 
respond, no one will contact you, but you may receive a follow-up letter that you 
can simply disregard if you are not interested in participating.   
 
Thank you for your time and consideration. I look forward to hearing from you.  
 
Sincerely, 
 
Megan J. Foley 
Enclosures: 
Study Abstract 
Interest Form 
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Appendix B: Interest Form 
Patriarchal Killjoys: 
The Experiences of Three (Women) University Band Directors 
 
Name: ____________________________________ 
Phone Number: ____________________________ 
Email Address: _________________________________________________________ 
Highest Degree Received: ________________________________________________ 
Current Institution of Employment: 
________________________________________ 
Briefly describe your responsibilities at your institution: 
 
________________________________________________________________________ 
 
________________________________________________________________________ 
 
________________________________________________________________________ 
 
________________________________________________________________________ 
 
Thank you very much for your interest in participating in this study! You will be 
contacted once participants have been determined. 
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Appendix C: Study Procedures 
Patriarchal Killjoys: 
The Experiences of Three (Women) University Band Directors 
 
There will be three participants in this study. Each will be interviewed and 
observed in a case study format to determine the ways in which identity 
negotiation does or does not play a part in her career. By using a conceptual 
framework encompassing tenets of gender theory, and identity theory, the 
objective of the study is to understand the ways three women have experienced 
gender while identifying as women, university-level band directors.  
 
Research Questions:  
1. In what ways do women band directors describe the culture of band 
directing within the academic settings where they worked?  
2. How did the participants experience this culture as women? 
3. What strategies did the women develop in order to perform their jobs 
effectively as university band directors? 
 
Initial interviews will be conducted after participants have been selected, 
have given written consent, and a mutually agreed time is determined.  
 
Data Collection 
Data will be collected primarily via interview and observation, but will 
also entail electronic correspondence and telephone or use of Skype when 
necessary. Phone and Skype interviews will be recorded via digital recorder.  
 
Subject Contact 
There will be four interviews (two in-person), each lasting between 60-90 
minutes. Participants will be asked a series of questions at each. There will also 
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be a maximum of 2 observations, depending upon schedule. Observations will be 
recorded via hand-written notes taken by the primary investigator. 
 
Total Time Obligation of Subjects 
1. Four 60 to 90-minute interviews  
2. A maximum of two 60 to 90-minute observations  
3. All to occur over the course of 2 to 3 months (depending upon participant 
and primary investigator schedules) 
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Appendix D: Interview Questions 
Interview #1 
Via Skype or telephone. To address life history. This is when foundational 
information about the participant was gathered.  
1. How did you come to be a band director and conductor? 
a. What kinds of reactions did you encounter when you told others of 
your career choice? 
b. How would you describe the culture of band directors?  
2. Please describe any gendered expectations of the position of band director 
you may have experienced. 
Interview #2 
In person. To address recent and current experiences.  
1. What are your primary responsibilities as band director?  
2. What is a typical day like?  
3. Please describe your relationships with students and colleagues. 
4. Please describe the roles you play at work. 
a. In what ways, if any, do you consider any of these roles to also be 
identities? 
b. Which of these is most important to you and why? 
5.   What experiences, if any, have you had related to gender bias in the world 
of conducting and/or band directing? 
Interview #3 
 After observation of rehearsal. To address current experiences and consider 
questions in context. 
1.  How would you describe your awareness during rehearsal in relationship 
to the musicians as a whole? 
2. How would you describe your awareness during rehearsal in relationship 
to the musicians as individuals?  
3. What awareness does the ensemble seem to have about you as the 
conductor?  
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4. In what ways, if any, do you experience gendered expectations of yourself 
during rehearsal? 
5. In what ways, if any, do you experience gendered expectations of the 
musicians during rehearsal? 
6. In what ways, if any, do you experience a need to negotiate identity 
during rehearsal?  
Interview #4 
Via Skype or telephone. To address contemplation and significance. Questions 
were based upon what was revealed in interviews #1, #2 and #2b.  
1.   Please describe your path of identity negotiation as a conductor and 
band director.  
2.   What is your understanding of your experiences as they relate to your 
identity?  
3.    In what ways, if any, do you see identity negotiation and gendered 
expectation as factors in the future of band directing for women? 
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Appendix E: Participant Data Collection Chronogram 
 
Participant 
Method of 
Data 
Collection 
 
Type of Data Collected 
Date 
Gathered 
Method of 
Recording 
 
 
 
 
Erin 
Interview #1 Introductory; background 
of participant and their 
path to becoming a band 
director 
November 
10, 2014 
Pen and 
paper; digital 
recorder 
Interview #2 Gathering of participant 
job responsibilities, roles, 
and relationships with 
students and peers 
November 
12, 2014 
Pen and 
paper; digital 
recorder 
Rehearsal 
Observation 
Impressions of rehearsal 
by researcher 
November 
19, 2014 
Pen and 
paper 
Interview #3 Impressions of rehearsal 
by participant 
November 
19, 2014 
Pen and 
paper; digital 
recorder 
Interview #4 Final interview based 
upon researcher and 
participant review of all 
transcripts 
June 16, 2015 Pen and 
paper; digital 
recorder 
 
 
 
 
 
Melissa 
Interview #1 Introductory; background 
of participant 
February 24, 
2015 
Pen and 
paper; digital 
recorder 
Interview #2 Gathering of participant 
job responsibilities, roles, 
and relationships with 
students and peers 
February 24, 
2015 
Pen and 
paper; digital 
recorder 
Rehearsal 
Observation 
Impressions of rehearsal 
by researcher 
February 26, 
2015 
 
Pen and 
paper 
Graduate 
Conducting 
Seminar 
Observation 
Impressions of seminar 
with graduate students 
and guest composer 
February 26, 
2015 
 
Pen and 
paper 
Conducting 
Lesson 
Observation 
Impressions of one-on-
one conducting lesson 
with a graduate student 
February 26, 
2015 
 
Pen and 
paper 
Interview #3 Discussion of rehearsal, 
conducting and graduate 
seminar observations 
February 26, 
2015 
 
Pen and 
paper, digital 
recorder 
 
 
 
217
 
Interview #4 Final interview based 
upon researcher and 
participant review of all 
transcripts 
July 3, 2015 Phone, pen 
and paper, 
digital 
recorder 
 
 
 
 
Jane 
 
 
 
 
Interview #1 Introductory; background 
of participant and their 
path to becoming a band 
director 
February 16, 
2015 
Phone, pen 
and paper, 
digital 
recorder 
Interview #2 Gathering of participant 
job responsibilities, roles, 
and relationships with 
students and peers 
February 18, 
2015 
Phone, pen 
and paper, 
digital 
recorder 
Rehearsal 
Observation 
Impressions of rehearsal 
by researcher 
April 9, 2015 
 
Pen and 
paper 
Interview #3 Impressions of rehearsal 
by participant 
April 9, 2015 
 
Pen and 
paper, digital 
recorder 
Interview #4 Final interview based 
upon researcher and 
participant review of all 
transcripts 
June 17, 2015 Pen and 
paper, 
digital 
recorder 
 
 
  
 
 
 
218
 
Appendix F: Coding Process 
 
Coding Phases 
 
Description of Coding Process 
 
 
 
Initial Coding 
Cycle 
 
 
 
Initial open coding based upon interview transcripts, 
observation notes and field notes 
 
Use of HyperResearch to organize and quantify code list 
 
First set of codes created using single words or phrases, 63 in 
total 
 
 
 
 
 
 
 
 
 
 
Second Coding 
Cycle 
 
 
 
 
Final interviews completed and transcribed  
 
All interviews and field notes are reviewed again 
  
Review of notes and codes leads to a variety of changes 
based on emergent themes: 
• elimination of codes deemed no longer applicable 
• condensing of codes that reveal as similar  
• combining codes to create refined explanation 
 
All interviews and field notes are reviewed again 
 
Themes reviewed again leading to Qualification of codes as 
In Vivo, Descriptive and Process 
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Appendix G: Final Codes and Categories 
 
Categories 
 
Codes* 
 
Identity 
Musician                        Leader 
Problem Solver             Mentor   
Band Director                Mother 
Diplomat                        Teacher 
 
Female Attributes Displayed 
Collaboration        
Nurturing 
Negotiation 
Naiveté                     
 
Male Attributes 
Displayed 
Assertiveness  
Confidence           
Leadership 
 
 
 
 
 
 
 
 
 
Issues in the Workplace 
Discrimination  
Heavy Workload        
Passive Aggressive  
Sexism                           
Acceptance 
Affirmation   
Child Care  
Children as Stigma              
Choosing Between Job and Family 
Double Standard    
Insecurity 
Intimidation 
Judgement               
Looking for a good program 
Navigation                    
Relationships with Men      
Relationships with Students 
Relationships with Colleagues            
Support                                
Sexism                      
Workload 
 
 
 
Band Director 
Culture 
Attire                        
Band Culture   
Stereotype    
Benefit of Mentoring 
Expectations      
Gesture   
Lack of Female Role Models    
Perpetuating Issues 
Rehearsal Awareness 
Rehearsal Skills 
*Codes deemed significant to analysis in bold 
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